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PREFACE 


The  Principle  of  pun  or  the  $/e?fl-theory  is  as  old  as  the 
Universe.  It  has  been  attempted  here  to  propound  SLESA  as 
(he  hold-all  theory  of  all  the  established  ideas  ofliterary  criticism 
in  Sanskrit.  My  £fe?fl-theory  pervades  even  those  vedic  and 
mythological  portions  where  all  other  theories,  including  Dhvani 
have  no  place.  Sksalankara,  with  all  of  its  wider  scope  than 
uny  other  figure  of  speech  in  Sanskrit,  is  a part  and  parcel  of  the 
Iheory  of  &LE8A  which  is  proved  here,  with  its  verbal,  semantic. 
Situational,  iconographic  and  all  other  forms,  ubiquitous  in  litera- 
ture, art  and  life.  The  Sanskrit-Mfifcos  in  which  I have  established 
(lie  theory  of  Pun  are  given  in  the  APPENDIX  for  the  Sake  of 

convenient  reading. 

The  chronological  order  of  Sanskrit  works  including  those  on 
poetics  is  maintained  here  throughout  while  explaining  the  subject 
mutter  pervaded  in  the  Vedas  and  all  types  ol  Sanskrit-literary 

works. 

My  thanks  are  due  to  the  university  Grants  commission, 
Now-Dclhi  for  its  financial  assistance  extended  to  me  in  the  form  of 
contingent  grant.  The  U.G.C.  had  approved  of  me  as  a Supervisor 
f for  u Scheme  of  Book-writing  at  university  level  and  gave  its 
|.  gmiint,  to  my  appeal,  towrite  the  book  myself  without  any  fellow, 
| (hit  too  along  with  my  usual  duties  in  the  college.  In  this  context 
P I muit  express  my  deep  gratitude  to  Prof.  S.  R.  Malagi  of  Banga- 
|pn,  the  retired  principal  of  Lai  Bahadur  & S.  B.  S.  College,  Sagar 
Ifv  fcr  hit  incentive  interest  shown  in  my  academic  progress;  I thank 
Kit*  luocccding  principals  also  for  the  same. 

K-  I must  express  my  reverence  to  Dr.  K.  Krishnamoorthy, 
B'-Proftuor  and  Head  of  the  department  of  Sanskrit,  Kartatak 
Bwlmrtlty.  Dharwar,  who  used  to  chide  me  whenever  he  found  me 
B lft».  I am  deeply  indebted  to  Prof.  B.  H.  Shreedhara,  retired 
B Principal,  M.G.C.  college,  Siddapur  (N.K.),  who  was  my  revered 
M llUilkrlt  teacher  at  Sirsi  College,  for  encouraging  my  ‘SLESASI- 
H DDHANrA'  with  constructive  criticism. 
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: SALUTATION  TO  PARENTS: 


PART  ONE 


PUN  AS  AN  ALANKARA 

IN 

SANSKRIT  LITERATURE 


CHAPTER  I 


INTRODUCTION 

Om  is  the  first  and  foremost  articulate  sound  denoting  the  Su- 
Prtiuc  Truth1  according  to  the  Upanishads.  The  principle  of  pun 
Haris  functioning  with  this  sacred  term. by  manifesting  its  verbal, 
Mindniic,  functional,  symbolic,  situational  and  perceptional  poten- 
llftlltlo*  of  which  the  first  two  are  already  recognized  as  a figure  ot 
■Blech  called  Sle&laiikara  and  the  remaining  four  are  established 
hare  in  this  work  under  the  theory  of  pun.  Om  in  its  sacred  sense 
■Mjimt  the  Will  of  the  Parabrahman?  both  in  its  sagum  and  mrguna 
umch.  In  the  general  sense  of  the  term  it  means  . yes.  This  « 
though  called  ekak?arin  is  split  into  three  letters  a,  u and  rh.  A 
mtai»  Vlw.  “ means  $iva  and  rh  means  Brahman,  who  stand  Tor 
t h|  three  aspects  of  the  primordial  power-sustenance,  dissolution 
ifld  creation  respectively.  The  three  letters  symbolize  MuHhe 
#»rth,  bhuvah- the  middle  region  and  svah- the  heaven^.  Om  accor- 
ding to  poets  like  Kalidasa,  symbolizes  the  universal  parents  Para- 
iivi  *nd  Par&6akti  or  the  Puru&a  and  the  Prakfti  that  is  further 
Mnotived  in  the  Ardhanarl&vara  and  in  the  gahkaranaraya^a 
fkmi.  This  sacred  speech  means  the  three  Vedas-the  Rgveda, 
Hm  Yijnrveda  and  the  S&maVcda:  it  means  the  trinity  of  energies 

KM  JnOnaiakil,  KriySiakti  and  Icckaiakti : and  it  is  termed  as  the 

lh*yleldlng  mantra*. 

TaUfriyopanishad,  1.8.  ft,  om 

^^,-KEWiopmistid,  1.2.15  Cf.  ah, > ChSndogya  upant. . \A  &.  V.de 
I , «h».  wHg^vni^^-OnityakSktaraih  brahma....  VllL  U ac.  eu.. 

A ' ' ' Thf  P»r»br*hmaa  Itself  is  both  the  efficient  and  the 
M bbIvkh  that  are  marked  in  the  form  of  bindu- the  dot  and  ndda-the  moon  s 

•mint  In  the  pravara.  ; 

_ Y|tfi  Allareye  Br&hmav*  25.7 

j|r-.f|nn  4i  a mythological  story  belonging  to  God  Sahkaran&rftyana  seen  on 

Sbuk  of  the  Kotittttha  in  the  holy  place  Gokarna.  It  is  said 
I loved  the  Mohini-form  of  Vi?ncu  and  they  both  stood  in  a single 

Koftti  • • 

t Qlk  ltt  tWt&y0  yadlcchati  tasya  tat - Kaftopatiishad,  1.2.16 
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PUN  IN  SANSKRIT  LITERATURE 


Om  means  Lord  Gauapati6  also  who  is  the  presiding  deity  of 
Intuition.  Om  means  Hanumat?  who  stands  for  the  principle  of 
controlling  breath  - prawyamatattva . This  sacred  term  means  the 
three  conditions,  \u..ijdgrat>  svapna  and  su§upti  with  its  respective 
letters:  it  leads  an  internal  meditator  to  mda  and  from  nada  to  the 
unmanifesteds  ot  turiyavastfta.  Om  contains  the  whole  Vedanta 
written  voluminously.  Ultimately,  it  means  the  Parabrahman 
Itself  as  stated  earlier.  This  is  how  pun  is  seen  in  many  words  of  * 
a composition  and  some  times  in  the  letters  therein. 

(1)  LANGUAGE  AND  LITERATURE 

Letters  are  the  perceptible  phenomena  of  the  eternal  clement 
of  sounds9  based  on  the  definite  phonemesio  of  a language'.  They 
come  In  a particular  order  to  form  a particular  word.  And  the 
word,  in  the  wake  of  its  pronunciation,  as  m the  Sphofa  theory fi 
of  the  grammarians,  signifies  the  relevant  meaning.  The  Absolute, 
forming  Itself  into  Nadabrahman  and  further  into  the  articulate 


to 

11 


Vide  GwuipatitattvomrUpafiarh,  P.  14  iu  the  GlTAMALA  of  VasijtfU-i 
Gaoapati  Muni.  And  note  that  Oik  is  uttered  in  the  beginning  of  every .. 
mantra  and  name  or  epithet  of  every  god : so  also  Gapapati  is  worshipped 
at  the  commencement  of  every  Hindu  religious  rite  and  new  enterprise. 

A yogln  who  u bent  upon  samadki  is  to  adopt  the  prdpdydma  first  beginning 
with  taking  breath  systematically  through  nose  only.  The  air  here  is  to 
pass  through  hamt  the  place  below  the  nose. 

Cf.  M8.«?dukyopantshad,  1-3. 

Anadinidhanam  brahma  Sabdatatvam  yadak§aram  I 
Vivartate  Ttbabb&vena  Prakriyajagato  yatah  JI 

—Vfikyapadiya,  1,1 

Nwlairahitabijayamamyena  dhvanin&  saha 
Avrttiparip&lcoyam  buddhau  ^abdo’vadharyate  II— Ibid  85 
Cf.  NMena  vyajyate  varnch  padath  var&dt  pad&dvacah  t 
Vacaso  yyavoharo'yath  nddddhlnamato  fagot  ]| 

Sa&glta  Darpa&a;  SvarUdtiy&ya,  0 
An  Introduction  to  Descriptive  Linguistics  by  H.  A.  Gleason  P.  9. 

Yah  samyogaviyogfcbhy&m  karapairupajanyate  | 

Sah  sphofah  Sabd^jah  ^'dbdahdhvanayo’nyairudahrcarh  II 

— V&kyapadiya,  1.102 


INTRODUCTION  ■ 

W o rd  •tfabdabrahman 12  shines  to  illuminate  the  entire  universe1* 
with  knowledge  of  both  the  sacred  and  the  profane. 

Language,  according  to  our  traditional,  science,  begins  with 
Ihe  efforts  of  prana"  in  the  muladharcicakra  or  at  the  fundament. 
|l  |n  the  pure  inarticulate  sound  energy  -Para  that  moves  upwards 
iiul  becomes  PaSyonti  and  Madhyamd . 'Hie  last  stage  of  this 
fttrd  yak  is  Vaikharl  which  is  articulate1 5.  The  syllabic  or  literal^ 
iMHubination  forms  words  that  acquire  meanings  on  the  basis  ol 
Vi'ddhavyavahfira16  or  the  usage  of  elders  in  a society.  Language, 


— Ssradatilaka,  1.7 
—Ibid  11 

— K*vy5dar6a,  X.4 


— P&3inlya&k?a,  6 


II  SwddRnHndavibhavM  sakalat  parame^var&t  I 

Ailt  iakiistato  n&do  n&dadbindusamudbhavab  II  - 
And: 

Hhidyamanat  parfldbiudoravyiik.tMtn&  ravo  bhaval  II 
||  Utamandhara  tamah  kptsnatb  j&yeta  bhuvanatrayam  l 
Y*dl  Babdahvyam  jyotirfifiaihsaram  na  dlpyate  |1 

14  Alma  budhyi  sametyarthan  mano  yuidcte  vivak^aya  - 
Manah  k&y&gnim&haiiti  sa  pref^yati  m&rutam  II 
Cf. 

Labdhakriyah  prayamem  vakturicMnuyartma  I 109 

Slhdneivabhihiio  vayiJi  Sabdatvoth  prahpadyate  II  — Vakyapadlya,  L 

Vfcyumtoheruttbitah,  urasi  vistfroab,  kanthe  viyartitab, 
mflfdhtaamahatya  par&vrttah,  vaktre  vicars  vividh&a 
. 4*bd fcnabhivyanakti— Sahara’s  Bha?ya  on  MIm.  Sutra,  13.25 

U|  Caiv&ri  v*k  parioiita  pad&oi  tSni  viduh  brahmana  yemanlwafc  l 

Ouh&  trloi  nihita  aetigayanti  turtyam  vOco  maousya  l 1M45 

And  m the  Sayanabh&^ya  oo  this  Sk -Ford  payantl  madhyamd  vai- 
kharlti  catv&riti  etc.  And  Cf.: 

ParivltoulacakrasthS  paayanti  nabhisamsthitS  1 

Hfdlitfil  madhyam*  jteyt  vaikhafl  karfludetag* 

And  Cf.  with  the  word  trivldhavigrahdfh  in  the  ma*galasloka  of  AlaAkara 
Mfvuva  along  with  the  stanza  quoted  in  its  \Ttti— 

¥gikharitabdani?patlirmadhya™&  smrtigocara  \ 

. • - Dyetlkdrthasya  pa&yant*  sakvma  bmhmaha  kevedarh  \ \ 

||  $tM$tasya  grahath  purvwh  vrddhasya  vynvahdratah  l 
toic&divoparr&tidyaih  iakttdfdh  pOrvakairasau  II 

WrtM/ma  from  a pada  is  based  on  the  usage  of  elders  which  confirms 

Mitt  dravya,  gutyz  and  kriyd . ■ 

lit.-  - ■ -v--  ’ - - 


4 PUN  IN  SANSKRIT  UltRATURB 

therefore,  is  the  product  of  social  usage  as  a meads  of  expression 
cum-communication. 


Sciences  communicate  facts  primarily  and  literature,,  as  a fine 
art,  expresses  conspicuously  the  human  art-emotions  respectively. 
Life-emotions  are  different  from  art-emotions.  We  are  here  con- ' 
cemed  with  the  latter.  Matters  arc  events,  events  are  bundles  of 
qualities  and  the  qualities  are  either  primary  or  secondary.  They 
appear  in.  mind  (with  its  four-fold  function  of  cognition,  conation, 
emotion  and  intuition)  and  reveal  themselves  in  sensuous  facts  of 
experience  in  1 if e.  They  become  artistic  in  (non-scientific)  literature 
by  virtue  of  our  looking  at  them  from  the  artistic  point  of  view. 

A literary  work  is  an  organised  whole  consisting  of  words. that 
are  fundamentally  symbolic  and  later  oh  metaphorical  in  its  weya, 
iak$ya  and  yyangya  forms.  All  literature  is  sentences  aimed  at  sti- 
mulating the  intended  art-emotion1?  in  the  given  contexts/  The 
contextual  qualification  decides  whether  a work  is  scientific  or  artis- 
tic,. It  empowers  the  word  or  sentence  to  rouse  sensory  images  of 
concrete  or  abstract  objects  of  experience -whether  oi  the  past  or  of 
the  present.  The  priniple  of  pun.  exhausts  all  the  possibilities  of 
expressive  and  communicative  powers  of  the  word  or  sentence 
in  both  poetry  and  prose:  pun,  in  its  largest  sense,  is  at. the. root  of 
revealing  aesthetic  factors  that  lead  a feader  to  the  perception  of 
an  artistic  whole  in  the  form  of  a Kdyya.  The  chapters  that  follow 
will  illustrate  , this  fact  in  detail.  -v;  -V. . r- 


The  endeavour  of  the  eastern  and  western  scholars  in  pointing 
out  what  is  meant  exactly  by  literature  i$  enormous  but  still  incon- 
clusive because  of  the  lights  thrown  on  the  concept  of  form,' content 
and  purpose  of  literature  from  time  to  time!  For  Aristotle,  it  was 
an  artistic  imitation  by  means  of  language  that  gives  the  liveliest 
pleasure  to  the  lay  man  as  well  as  the.  learned,  by  revealing  the  man 
himself;18  while  to  Matthew  Arnold  it  was  a critjcism.of .-life;  and 
to  Birrell,  literature  exists  to  please-to  lighten  the  burden  oilman's 


17  Vdkyarh  ras&tmakarh  kavyafh.,  — 

18  Aristotle’s  poetics,  I & IV 

Cf.  t Kci/ttdsarii  mitatayopadeSayujc 


•V&yanatha  in  Sahijyadarpai^a." 

“KsVyapraiSJa,  I.t 
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life  to  make  him  for  a short  while  forget  his  sorrows  and  sins,  his 
silenced  heart,  his  disappointed  hopes  and  so  on  1™ent  nd,a 
literature  was  mainly  meant  for  enlightening*9  a connoisseur  a 
sahrdaya*)  who  perceives  aesthetically  its  sense  and  sound  w.th  his 
heart  and  soul.  And,  therefore,  it  is  emphasized  that  m poetry 
words  shall  ^striking  and  sense  shall  be  appealing * to  thaspmt 
of  a sahrdaya  with  aU  their  artistic  beauty22.  In  ^d't.on  to  tlus 
later,  it  is  said  that  literature  can  also  be  a means  of  havmgspmtual 
vision  of  human  life  and  it  aims  at  the  betteiment  of  the  worl 
vtiya&reyah  kavyarn. 23, 

Kavya  in  Sanskrit  is  not  a mere  metrical  combination  of 
words24.  It  comprises  all  varieties  of  artistic  compositions-poetry, 
prose,  drama,  campu  and  so  on  * It  makes  use  of  the  poet  s Ear- 
ning in  Sculpture,  Religion, History  etc  and  to  put  it  m 
it  assimilates  all*  that  may  strike  our.  head  and  heart,  ^refore 
it  corresponds  to  the  western  sense  of  literature  which,  as  Huds 

19  . . . .tena  tataiab  sahrdayanumabpil.aye  tatsvamp^l^^  ^ 

20  Yes&rii  Ic&vyinuaianSbhyBsavaiMvteadtbhute  —toe  varpariya- 
taniriayibhavanajogyatfi.  te  svahidayasaAv^bh^sateday^ 

— Locaua  of  Abhinavagupta  to  Dman.  i.i 

21  Ramanly&rthapratipadabah  ^abdah  jn  Ra8agafigadhara. 

22  Sabdo  vivaksitSrthaikavacako’nye^u  satsvapl  I 

Arthah  sahrday5hl5dak6risvaspandasumlarah  ' 1 __Vakroktij5vita>  L9 

23  -Vide  Dr.  S.  RMh&krisiman'S  SAHITYA  AKA  DEM l in  the  Occasional 
• ••  Speeches  and  Writings  PP.  -126-131  ‘ 

24  ....  Metrical,  the  ar,  of  uniting  pleasure  with  truth  by  calling  imagination 

,o  the  help  of 'reason.  -Johnson's  Dictionary. 

23  Gadyarii  padyam  ca  miSrafica -Kavy&darfta,  1 . 11  & phrases  like 

Kavyogu  n&taka/h  raihyarh . . . . etc. 

2$  Na  tajjfl&naiii  M tat  Silpam  na  s&  vtdy&  na  sfi  kal&  t 

Nasau  yogo  na.tatkarraa  n&tye'smin  yannit  11  _Natya^stra,  L117 

& Na  6a  Sabdo  na  tadv&cyam  na  sa  ny&yo  na  si  kal5  I 

J&yate  vanna  kivyafigamaho  bhfiro  mah&n  kavcb-U  , . v A 

y 3 , — 'RhJtraaha  in  Kavyalaftkafa,  V.  4 
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Sd  l8  rf°rd  °f  What  men  have  Kcn  and  experienced  in 

ontf*  ,11  ,?  ta-£  ''1T"Zed  Snd  eXpressed  throu8tthc  medium 

* * Van°US  f0nDS  of  literar>'  art27-  11  that  the 

terra  dMi/p*  also  got  proper  admiration.  Rftjaielchara  in  his 

KSvyamlmaasS  brings  a figurative  story  wherein  S&hityavidya- 

JSrn^VyaLUrU'a  5 Vi'VaT1&tha  ~ his  on  poetics 
BhSS  Moreover,  all  poetic  thinkers  beginning  with 

Bhimaha^s,  as  a matter  of  fact,  emphasize  that  striking  words  and 
delighting  sense  should  come  coherently-*,/!//™;  or  else,  the  poetry 
becomes  ridiculous.  The  coherence  of  such  words  arid  sense  is 
explicitly  termed  s&hitya  by  Kuntaka»  This  shows  that  sShiyta 
during  the  later  days,  became  a substitute  for  kavya.  ■ ' 

(2)  ORIGIN  OF  LITERATURE 

A poet's  world  is  so  comprehensive  that  it  is  unbounded  by 
the  Laws  of  Nature  and  independents.)  of  any  thing  else  ; because, 
his  creation  tends  to  express  the  universal  probability*!.  To  quote 
wordsworth  poetry  is  the  breath  and  the  finer  spirit  of  all 
knowledge-,  because,  to  recollect  the  ancient  Indian  thinkers,  it 

JIended  with  eruditions  they  thought  pratibha 
which  is  inborn  and  Learning  which  is  acquired  constitute  the  cause 
Of  literary  creations. 

28  ■“?  ttC  PWi0d' of  Bhamah4  whether,  earlier 
OaS.  ^ f W the  !ch0,ars  wh0  P,ace  Bhfimaha  before 

29  Sahitayofc  bh&vafc  sshiiyam.— VahoktijMta  1.17  vylti.  . . 

30  NiyatikrtamyamarahitWi  hUdaikamayrmananyaparalanlram. 

— K&vyaprakMa,  1.1 

& Cf. : . .genius  cannot  be  brought  into  the  world  at  will  dnd  that  when  it 
does  appear  s is  likely  break  every  rate. . ..  T.  S.  Elio.: 

'he  nian  „/  tellers,  PP  , 209-223  in  "Selected  Prose."  " 

.31  Aristotle’s  poetics,  IX. 

32  Preface  to  the  second  edition  of  LYRICAL  BALLADS 

33  Naisargikf  ca  pratibhaSrutam  ca  bahunirmalam.  -KSvySdarfa,  I 103 
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We  learn  from  the  KavyamtmMsa  that34  there  were  hot  dis- 
cussions in  those  days,  prevailing  in  proving  the  importance  of 
scholarship  as  equal  to  pratibha  or  intuition  to  make  poetry  a 
success.  Beginning  with  Bh&maha  the  admirers  of  pratibha  as  the 
sole  revealer  of  Kavya  were  more  in  number.  V&mana  proclaims 
that  the  cause  of  the  origin  of  poetry  is  nothing  but  intuition- 
Kavityabyajh . pratibhurutrh,  Anandavardhana,  Abhinavagupta, 
Bhattatauta,  Jaganhatha  and  many  other  thinkers  repeated  the 
importance  of  pratibha  in  different  words  and  modes35, 

R&jaSekhara,  however,  upholds  the  belief  that  the  combination 
of  genius  and  scholarship  makes  a poet  greak-Pratibhavyutpattl 
mithah  samavete  Sreyasyau.  He  throws  light  even  on  the  discussion 
whether  a poet  needs  contemplation  (-sam&dhi)  or  constant  study 
(-abhyasa)36  and  opines  that  a poet  needs  both -tavubkdvapi 
Saktimudbhdsayatak.  The  same  opinion,  we  find  atrioting  many 
western  scholars  if  we  look  into  the  phrases  like  a great  book  is 
born  of  the  brain  and  heart  of  its  author*1 

4 

The  credit  of  mentioning  three  factors  of  poetic  creation,  viz., 
genius,  scholarship  and  constant  practice  goes  to  Rudrata38  .where- 
as, the  credit  of  popularising  these  three  factors  should  go  to  none 
else  but  to  Maihmata.  He  accepts  the  word  sakti  as  it  is,  uses  the 
word  nipimita  as  a better  substitute  for  the  word  vyutpatti  and  in- 
troduces the  word  abhySsa  quietly  with  proper  explanations  on 


34  Vide  fifth  .chapter,  - 

35  Kdvyantu  jdyate  jdtu  kasya  cit  pratibhdvatdh  I 

— K&vyalafikara  of  Bharaaha,  1 . 5 

Sc  . .abkasdmSrtyarh  praiihM\iie$wh ....  — Dhvany&loka,  T . 6 

& YadimmUlatiaiaktyaiVct  vUvamunmtlatt  ktoq&t  I 
SvQtm&yatanavttr&ntdrh  l3rh  vande  pratibhatii  £iv&rii  II 

— Dhvan.  Locana;  End  of  the  I Udyota. 
Sc  ProJM  navanavonme&ddlinl  pratibha  maid.  • - — Kavy  alaAkta. . 

Sc  Tasya  ca  kdranarh  kavtgatd  kevaid  pratibha.  RasagaAgSdhara-I  & etc. 

36  Kdvyakartnani  kuveb  sam&dhlh  pararii  vydpriyate  iti  &y&madcvah;  Abhydsa 
it!  mangaiafr,  K&vyamimarfisa,  iv. 

37  An  Introduction  to  the  Study  of  Literature  by  Hudson  P.  15 

38  Tritayamidatii  vyftpriyate  daktirvyutpatdrabhy&sah  | 

— Kavyalahkara,  1 . 14 
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fhcir  character39  to  the  admiration  of  scholars  no  less  than  Hema- 

Inspito  of  our  high  regards  for  Maxhmata  it  is  reasonable  to 
agree  with  Vfigbhata  who  disapproves  of  scholarship  and  constant 

1 ® eq,ua*  to  8enius;  toT  him  poetry  springs  invariably  from 
praubha  and  the  remaining  two  factors,  viz.,  vyutpatti  and,  abhydsa 

52.  ° thls  fundamen.ta!  element*!.  For,  we  have  worts 
like  the  G&th&saptaSati  sprung  from  mere  pratibha: in  the  works  of 

p-eat  poets  like  Vaimiki,  Vyasa  and  Kalidasa  intuition  is  aided  by 
learning  as  well  as  constant  study42;  but  in  the  vast  portion  of 
pedantic  poetry  the  position  of  genius  is  not  conspicuous  • The 
pedantic  poets  concentrated  their  attention  on  exhibiting  their 
erudition  like  Bhatti  as  seen  here: 

Vyakhyagamyamidctm  kavyam  utsavah  rndhiyamalmh  j ' 1 r / 
Hatd  durmedkma&rasrnin  vidmtpriyataya  may&  ||43  - ' : ■ 

He  proclaims  that  only  through  the-  glass  of  gloss  one  can 
approach  his  poetry  and  he  boasts  that  it  is  a veritable  feast  to  the 
sharp-witted  ones.  The  dullwitted,  he  thinks,  are  doomed  be- 
cause he  adores  scholarship  more  than  genius. 

Sri  Harsa  may  be  properly  quoted  in  this  context: 

Yacha  yUnah,  tadvat  paramaramanlyapi  ramni 
Kumaranuman t ohkaranahcfranam  naiva  kurufe  1 

Maduktticedant ttrmadayati  sudhlbhuya  sudhlydh  . 

Kimasyamma  syadarasapuriqdmdarabharaih  1|44  '■ 


39.  *§aktirmpunataiQka6astrakS.vyadya?ekfa$St  ||  . , . 

K»vyajfta6ik6ayabhyasa  iti  hetustadudbhave  jj  -KSvyaprak&a  I 2 

40  KavyanuASsm,  I ’ 

41  Pratibhaiva  ca  kavlnfim  kivyakarapalak^apam; 

Vyutpattirabhyasau  tasya  eva  samskSrakfirakau; 

na  tu  Uvyahetu,  -Ala6kamtilaka.  P.2 

42  Cf-:  Tadev&darAamarddhya  vedavyaso  munMvarah  | 

— BrahaddharmapurAria : 
& BhdsasaumUMaM^.. . . PUr“*a  **V  29 

43  BhattihSvya,  XXII.  34  -KSlidisa  m the  Mfilavikignhnitra'. ' 
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A paragon  of  Beauty  cannot  attract  the  hearts  of  urchins  as 
she  draws  the  attention  of  a young  man;  so  also  he  says  his  words 
take  the  learned  to  the  paradise.  And  he  says  that  he  cares  a pin 
if  the  dull-witted  show  disrespect  at  him. 

The  remark  made  by  T,  S.  Eliot  that  much  learning  some  times 
deadens  or  perverts  poetic  sensibility45  is  applicable  to  such  poets. 

(3)  KS.YYA  and  alankIra 

Kavya  is  the  coherent  form  of  striking  words  and  delighting 
sense.  Bham&ha  etnphesizes  that  it  shall  be  salankaram Dandin 
believes  that  a literary  piece  endures  for  ever  if  it  is  artistic47  with 
gunas  and  ala&karas.  Yamana  appreciates  alahkara  remarkably; 
for  him  a literary  piece  becomes  kavya  only  if  alahkara  is  conspi- 
cuously seen  111  it48.  He  finds  alahkara  as  the  essence  of  beauty- 
saundctrymalmkarah.  Likewise,  many  poetic  thinkers  such  as 
Hemachandra  and  Vidyanatha4®  do  bring  the  word  alankara  in 
their  definitions  of  kavya.  Alahkara  here  stands  for  beauty  in 
its  pervasive  artistic  sense. 

Most  of  the  contemporaries  of  Bhamaha,  Dandin  and  Vamana 
and  many  of  the  later  poets  mistook  the  terms  salankaraih,  sadatah- 
krtih  etc.  and  adopted  artificial  way  of  pedantic  expression  instead 
of  the  simple  artistic  style.  They  followed  certain  chapters  of  rheto- 
rical works  which  instruct  verbal  juggleries  such  as  yamaka,  cakra- 
bandha  etc..  They  made  use  of  such  verbal  devices  ofliterary  craft 
exhaustively  with  the  spirit  of  excelling  their  predecessors  and  elderly 


44  Nai?adh?yacaii(a : Kavipraiasti-1 

45  Tradition  and  the  Individual  Talent,  a lecture  in  THREE  ESSA  YS  edited 
by  Shiv  K.  Kumar.  PP.  15-26 

46  Kavy&lankira,  1 . 19 

47  Kftvyam  kaipantarasthayi  jayate  sadalafckrti  M *— Kavyadaria,  1 . 19 

48  KSvyalaiik&ra— 
sutra\?tti*  1.1.1 

49  Ado?au  sagunau  sdlankdrau  ca  Mbddrthau  kdvyarh,  — iu  SabdanWosana. 

& Gum Mkdrasahitau  iabddrthau  do§awrjttau  kavyari i. 

—in  Prat&paru<lraya^obliu§ana  respectively. 

lA 
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contemporaries.  But  the  great  poetic  thinkers  had  mentioned  all 
these  things  intending  exclusively  to  enable  poets  in  making  their 
works  artistic50.  A great  poet  finds  figures  of  speech  spontaneously 
in  a flash;  but,  he  should  choose  them  with  proper  care5*  because 
a connoisseur  must  not  feel  disgusted. 

• p . . 

The  appearance  of  Anandavardhana  in  the  galaxy  of  alankdra- 
Sastra  brought. a new  light.  His  concept  of  propriety  came  to  the 
help  of  the  connoisseurs  at  large.  He  condemned  whatever  that 
exists  in  poetry  for  its  own  sake  and  warned  that  impropriety  spoils 
the  very  beauty  of  poetryR  He  made  it  clear  that  ih e abmkdra 
in  its  narrow  sense,  is  just  to  adorn  the  Poetic  Beauty  as  ornaments 
do  to  a lovely  lady 53  K^emendia  sees  eye  to  eye  with.  Anandavar- 
dhana and  remarks,  aucityena  vim  rucm  pratanute  ndlarikftirno 
gimdf}. 

Mammat-a,  for  the  first  time,  takes  care  in  using  the  word 
aldnkdra  in  the  definition  of  poetry..  He  states  that  rarely  a poem 
may  exist  without  the  use  of  any  figure' of  speech-iwa/fl^Af^  puna}} 
kv&pis*.  His  definition  is  criticised  by  some  thinkers  like  Jayadeva 
who  believed  that  almkara  is  an  inseperable  entity  in  poetry  as  heat 
in  fire  ;55  but  as  Contrary  to  such  a belief  there  are  some  others  who 
followed  Mammata*  Vagbhata,  for  instance,  writes,  prdyah  sdlan - 
kdrau.  However,  ViSvanatha  and  Jagann&tha  are  wise  enough  to 


50  K&vyaSobh&karan  dharraan  alank&rftn  pracak$ate  J — K5vy&daria,  II  .1 

& TadatiiayahetavastvalaAkar6h.  — Kavyaiankirasfitravrtti, . r V. 

5 1 Alarilcar&ntararii  hi . . pratibhav&natah  kaveb  ahampurvikaya  parnpatanti. 

— Dhvan,  vj-tti  to  II . 16 

& Alahkrtln&m  (Saktavapyamirupe^a  yojaoarh  j . Ibid  m .14 

52  Anaucityadrte  nanyadrasabhangasya  karanam  I 

— - Dhvany&loka,  Hi  .14  vptti 

53  AngaSritastvalankara  vijfieya  katak&divat  fi  —Ibid  11.16 

54  Tadadosau  fiabdarthau  sagun&vanalaAkrfi  punab  kv&pi  I 

— K&vyapraki6a,  1.4 

and  Mamuiate  gives  a stanza  beginning  with  Yah  kaumaraharati . to 
illustrate  bis  stand. 

55  Angikaroti  vah  kavyam  SabdarthavanakAkrtt  I 

A$au  na  manyate  kasmudanuwamanalahkj'ti  fl  — CandrSdoka,  1 . 8 
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avoid  the  word  alankara  in  their  definitions ;xbs  f°rm"  sa^' 
Vakyarh  rasatmakdh  kavyam  and  the  latter,  Ramumyurihapran- 
pddakah  iabdah.  kdvyam.  Here  alankara  is  used  in  its  narrowest 
of  beautifying  adjuncts. 


sense 


(4)  alankXra  in  general 

We  are  to  least  bother  whether  the  Rgvedic  seers  were  consicous 
of  the  figures  of  speech  or  not ; but,  as  a matter  of  fact,  a good  many 
alahk&ras  are  found  in  the  Rgved.c  hymns.  We  find  simile  when  the 
vedic  sages  compare  god  Indra,  their  benefactor,  to  a good  mi  ch 
cow«  and  when  they  compare  the  Dawn  to  a sweet  lady  we  ver 
in' house  hold  duties  of  nourishing  all>”  who  welcomes  her  husband 
throwing  off  her  darkgarment*  We  find  pun  whemthe  seers  re- 
quest Lord  Agni  employing  only  one  word  J^n 

adjective  mandrabhih.  to  worship  gods  With  his  exhilarating  flames 

and  so  also  through  their  sweet  praises.  The 
■in  the  same  examples  appear  to  be  spontaneous.  P.  S.  Sh5str  h 
already  observed60  that  the  Vedic  poets  were,  quite  famiLatJ vith 
Uoatne.  Slesa  etc.  But  we  are  not  to  -forget  that  the  VeCd*  die 
called  apaurujeya;  for,  the  seers  uttered  the  hymns  when  theywer 
in  samddhi  and  there  was  no  concept  of  the  figures l °f  “J 
such  consciously  introduced  in  the  Rgvedm  age.  we 

can  trace  a divine  touch  in  the  origin  of  the  alonkaras  mi  so  it  » 
to  be  in  tune  with  those  who  say  that  poetics  may  be  the  seventh 

aiigd.  of  the  Vedas61. 


56  Surupakrtnumutaye  sudugh&miha  goduhe  I 
/•  JuMmasi  dyavi  dyavi  II 


— Rgveda,  1.4.1 

57  A gha  yo^eva  sfinaryu**  yati  prabhuftjats  | —Ibid  48 . 5 

58  Ava  syuineva  cinvati  tn»gi»ayus&y6ti  svasarasya  pain!  1 -Ibid  DL  61 . 4 

5$  Sa  no  mandrabhiradiivare  jihvbahiryajainahah  I '_Ibid  VI.  16 . 2 

Adevanvak^i  yak*i  ca  \ 

60  teveda,  "Figures  of  speech  in"  -Annals  of  B.  O.  R.  I.  Vol.  28  P.  34 

61  XJpakarakat \^dalnnkdrah  saptamaniarigasfi  iti  y&yavariyah. 

Bte  ca  tatsvarupaqariifiSnRt  vedarthanavagat^.  - __Kavyam?inafis5.  n 
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The  word  arankrtfytz  in  relation  with  literary  composition, 
occures  in  the  Rgvetfa  and  its  development  into  a concept  is  seen 
in  the  Natya&Lstra  of  Bharata: 

Upania  dlpakam  caiva  rUpakam  yamakam  tatha  I 

Ka vyetsye t ehyafankdr&h  catvarafi  pariklrtitdh  II— XVII  .43 

Thus,  Bharata  enumerates  four  figures-Upama,  Dlpaka, 
Rupaka  and  Yamaka.  Here,  the  word  parikirtitfib  asserts  that 
these  alankdras  were  already  established  before  Bharata.  His 
definition  of  3hu§anaW- the  first  of  the  thirty  si xlak&tnas  of  Kavya 
to  be  employed  in  a drama  hints  at  the  possibilities  of  many  more 
figures  of  speech  and  that  is  what  actually  happened  in  due  course 
ot  time;  the  four  are  extended  to  hundreds  of  them  being  divided 
into  those  of  Sabda  and  those  of  Artha.  Yamaka  with  all  of  its 
varieties  and  anupram,  pointed  out  later  on  but  prior  to  the  period 
of  Bhamaha64,  come  under  the  category  of  tabdalankara.  The 
first  three  figures  , mentioned  above  belong  to  the  set  of  artha - 
lonkdras  which  is  highly  praised  by  scholars  like  Anandavardhana 
and  Kuntaka  to  be  numberless65. 

The  credit  of  mentioning  maximum  number  of  figures  of  speech 
should  go  to  Appayya  Dixita.  His  Kuvalayananda  prepares  us 
to  think  that  there  can  be  no  portion  left  free  from  alafikara  in  a 


62  Ka  te  astyara&krtih  suktaifc.  — Bgveda,  VII.  29.3 

Arankftih  means  alanknih.  This  word  in  different  forms  occures  ten  times 
in  the  Bgveda.  0-2.1.;  1.14.5.;  II.1.7.;  VIL29.3.;  VULU.10.;  VUI.5.17.; 
VIII.67.3,;  X.14.13.;  X.51.5.  and  X.119.13* — Bgveda  SamTiita,  Mysore 
Maharaja’s  publication  Vol.  36  P.  174).  But  only  the  word  arahkrti  in 
VII.  29.3  refers  to  composition. 

63  Ala*karairgupai6caiva  bahubhissamalaAkrtam  J 

Bhusapairiva  citmthaistadbhu§anamiti  smrtam  1 1 — N&tya?&stra,  XVIL  6 

64  Anuprssah  sa  yamako  rupakam  dlpakopame  | 

Iti  vS^amalaiikarah  paflcaivanyairudShrtSb  J — K&vySlaokara,  II . 4 

65  Ananta  hi  vagvikatpai?  tatprakara  eva  caiahkarah.  — Dhavan  in.  36  v?tti. 
Vftkyasya  vakrabhfivo’nyo  bhidyate  yah.  sahasradha  I 
Yatraiahk&ravargo’  sau  sarvo’  pyantarbhavisyati  I 


— Vakroktytvita,  1 . 20 
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literary  pieced  This  vivisection  of  figures  ultimately  compels  us 
to  merge  them  all  into  the  original  concept  of  beauty  as  the  distin- 
guishing feature  of  art  in  general. 

(5)  GUN  AS  AND  ALANKSRAS 

To  Bharata  both  gunas  and  alankaras  constitute  the  bhQsana 
oikavya  and  he  makes  no  distinction  between  me  two  constituents.6’ 
But  the  later  thinkers  on  poetics  treat  the  former  ores  as  the  innate 
attributes  of  a piece  of  literature  and  the  latter  as  its  ornaments. 
The  ten  gunas**  that  Bharata  enumerates  are  reduced  to  three  by 
some  rhetoricians  like  Bhamaha.  By  reading  KdvydlankSra  we 
can  assert  that  the  scholars  who  came  after  Bharata  elaborated  the 
number  and  position  of  the  poetic  excellences  too  much  and  there- 
fore, Bhamaha  finds  it  necessary  to  reduce  them  to  three.  He  does 
not  deal  with  them  in  detail.  He  just  mentions  three  gunas*9 
- mSdhurya , ojas  and  prasada  and  proceeds  to  explain  the  alankaras. 
So  far  as  the  function  of  alank&ras  are  concerned  he  makes  it  clear 
that  the  figures  such  as  metaphor  beautify  an  artistic  composition 
as  ornaments  do  make  attractive  the  face  of  a damsel  even  though 
she  is  naturally  beautiful.’6  Dapdin  differs  from  Bhamaha  and 
accepts  all  the  ten  gunas  that  Bharata  has  expounded;  and  at  the 
same  time  he  goes  deep  in  pointing  out  the  position  of  the  gunas ; 
he  attributes  primary  importance  to  them  and  states  that  they  are 
the  very  breath’1  of  the  best  type  of  poetry.  As  regards  the  a!ah- 
karas  he  tones  up  what  Bhamaha  meant  by  saying  KdvyaiohMkaran 


66  Cf.  When  we  reach  the  stage  of  Appayya  Dixita,  who  has  given  as  many  as 
one  hundred  and  twenty  five  alankaras  we  see  that  the  whole  range  of  poetry 

ts  almost  Vyipta  With  alankara —Some  concepts  of  alaAkSraidstrn 

-USE  AND  ABUSE  OF  AJ,  ANKARA  IN  SANSKRIT  LITERATURE 
by  Dr.  V.  Raghavan.  PP.  49-91 

67  Ala6k5rairgunai6caiva  bahubhissamalaftkrtam  I — N&tyaMstra,  XVII . 6 

68  SktfOt  prasadah  samatS  samSdhirmadhuryamojah  padasaukumSryaA  I 
Arthasya  ca  vyaktirudSrati.  ca  kantiSca  kavysrthagiu?a  daaaite  II 

— Natyaiastra. 

69  K&vyaiafiKMa,  n.  i-3  xvn  ■ 06 

70  RupakSdiralahkSrastvanyajiyairbaliudhoditah  I. 

Na  kantamapi  nirbhu^atb  vibhati  vaaitamukham  ll  — K&vyalankara,  1.13 

71  Iti  vaidarbham&rgasya  prfc?a  daSagun&b  smrt&b  II  — KavySdaraia,  1 . 24 
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dkarmSn  alankSran  prctcakpate.  For  VSmana,  the  Founder  of  the 
Riti  School72,  the  ten  excellences  are  the  very  phenomena  of  artistic 
beauty73  of  poetry.  He  compares  a literary  piece,  if  bereft  ofgrnas, 
to  a body  without  youth and  he  emphasizes  that  a poet  should 
employ  alankaras  to  grace  the  very  body  of  poetry  indispensably.7* 

Udbhata  and  his  followers  think  of  the  position  of  gunas  and 
alankaras  in  an  entirely  different  way.  For  them  both  gunas 
and  alankaras  are  inherent  beautifiers  of  poetry  being  of  the  same 
nature76.  The  only  difference  between  the  two,  they  think,  is  the 
object  of  their  beautification ; gunas  are  to  adorn  both  the  word  and 
its  sense  together  while  alankaras  are  to  grace  either  the  iabia  or 
its  artha  alone  but  not  both  of  them  simultaneously.  To  sum  up, 
they  reflect  what  Bharata  said  while  mentioning  bhu?ana  of  kavya 
and  ignore  all  the  views  elaborated  after  him. 

With  concrete  examples  Anandavardhana  proves  that  gurtas  are 
innate  and' they  confine  themselves  to  the  suggestive  sense77  or 
Dhvani  which  is,  according  to  him,  the  soul  of  poetry  and  alaAkSras 
are  extrinsic  embellishments’^  existing  at  the  service  of  the  principal 
elem-mt-rnserW.  Marinnata  continues  that  gunas  are  intrinsic  just 
as  bravery  and  alankaras  such  as  anuprosa,  upamd  and  so  on  are 


72  RitirStmS  k&vyasya.  -Kavy&lanksrasutravrtti,  I,  ii . 6 

73  Vi£e§o  gun&tma.  — rbid  I.  ii.  8. 

74  Yadi  bhavati  vacaScyutam  gunebhyo  vapuriva  Yauvanavandhyamai'iga- 

n5-v“b.  —Ibid  m Adfiikarana 

75  TadatiAayahetavastvalankar&lj.  , —Ibid  HI.  ii.  2- 

76  See  N.  D.  Banahattf’s  remark  on  this  point  in  KavyJla6kSras5rasa£Lgraha’ 
B.  O.  R.  I.  Pub..  1925.  P.  XXIII. 

77  Tamarthamavalambante yeflgmam  te  gu^Sh smrtah  I — Dhvan,  11,6 

78  AAgSAritastvalank&rSb  vijfieyfi  k'ajakadivat  II  —Ibid 

79  Anandavardhana  defines  Dhvani  as: 

YatiSrthahSabdo  va  taraarthamupasarjanikrtasvSrthou  1 

VyaiiUab  kavyaviAcwah  sa  Ohvanlh . . . , ||  ■ —Dhvan.  1 . 1 3, 

but  only  after  stating  the  artha  that  VSlmlki  presents  us.  —Vide  Dhvan. 
1.5,  and  he  proclaims: 

Rasadyanugufiatvena  vyavabSro’rthaiabdayoh  J —Dhvan.  Ill , 33 
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like  necklaces80.  The  same  notion  is  reflected  by  the  majority81 
of  rhetoricians  including  even  Mahimabhatta82,  the  strong  refuter 
of  the  Dhvani-theory. 


(6)  alankXras  and  suggestive  sense 

The  Dhvani-theory  holds  that  men  of  taste  always  aspire  for 
aesthetic  delight  through  the  means  of  suggestive  sense  An 
alaiikara  may  occupy  the  position  of  soul  or  iafirin,  as  Anandavar- 
dhana  remarks,83  if  it  is  suggested : 

-A  trantare 84  kusumasamayayugamupasmharannajrmbhata 

grlsmabhidhanah.  phullctmallikadhc.valaUahaso  mah&kalah. 

This  sentence  primarily  expresses  the  advent  of  summer,  the  spring 
and  in  which  the  flower-stalls  in  the  flower-market  smile  with  full 
blown  white  jasmine  flowers.  But  the  meaning  is  not  stopped^. 
The  words  employed  here  express  one  more  object  which,  though 
irrelevant,  presents  a striking  standard  of  comparison.  The  double- 
entendre through  word-power  presents  us  Lord  Siva  who  destroys 
the  world  and.thus  brings  an  end  to  a yuga  and  whose  laughter8 
is  as  white  as  the  full-blown  jasmine  flowers.  In  this  sentence  a 
figure  of  speech  called  simile  is  a suggested  one  because  the  poet, 
here,  has  concentrated  on  the  description  of  the  summer.  The 
genius  in  the  poet  has  invented  the  words  of  such  a power  which 


80  Ye  rasasyafigino  dharmSh  iauryadaya  ivitmanah.. 

H&radivadalaftk&r&ste'nuprasopamadayab  II  — KSvyapraka*a,Vin.  1-2 

81  MM.  P.  V.  Kane  remarks  in  his  History  of  Sanskrit  Poetics:-  Most 
of  the  Alahkhrikas  follow  this  position  P.  377 

82  Tadvaicitryoktivapu^o’laAkJrftstu  tadSSraySh  II  . 

. -Vyaktiviveka.  II.  76  (saAgrahaMoka) 

83  Ssaititkaranam  yee5*  v&cyatvena  vyavasthitfim  \ ■ 

TeTaAk&r&b  parfim  ch&y&m  y&nti  dvanyangat&m  gatah  II  — Dhvan.  11.  28 

84  It  is  also  as  Tarrasthasya  cdsya  kaddeit  kusumasamaya . . -from  Bafta’s 
Haryacarita,  II  chapter  H para  cited  by  Anandavardhana. 

85  Bto^natta  borrows  this  idea  from  Kalidasa  who  describes  the  Kailasa 
mountain — RoSlbhutapratidinamiva  tryaihbokasyaftah&saih— Meghaduta, 
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standard  of  comparison^.  Ultimately  we  arc  enlieh- 

rdHWf  LC°m,PanSOrl  between  Su™«r  and  Siva.  Such  a sug- 
gested ahnkara  becomes  iartrin  and  wins  high  esteem.  § 

Alanteras  employed  in  the  good  graces  of  suggestive  sense  do 

s^ttXrr  °f  a Sah7fya  and  they  are  abundant  in  San- 

toHuST  3n  eX3mple  $ee  the  staaza  by  Mammata 
to  illustrate  aprastutapraAamsd: 

Y6tah,  kirk  na  milanti  smdaripumh  cintii  tvayfi  matkrte 
No  karya  mtdram  kTiasi  kathzyatyevam  sabS?pe  mayi  I 

Lajjumanthara  t&rak&ia  nlpatatpitainma  cafytqa 
Dr?W  mam  hasitem  hhavimaranotsahastaya  sSciiah  || 

(Amarusataka,  10) 

VA11  mD°t  th7  ***’  wh°  60  on  i°urncy,  meet  again  ? O pretty  one 
you  must  not  entertain  anxiety  for  my  sake;  you  are  extremlvlean 

With  tears  (in  my  eyes)  she  glanced  at  me  wUh  an 
If  jluChtta pupil  was  languid  with  bashful  and  the  tears  were 

eagerness^  ^ ,tun"bIcd  f«rth,  and  suggested  with  her  laugh  her 

irr?v  ! 7r  3 -death  th3t  WaS  ,0  come  about87-  This  apparently 
irrelevant  description  made  by  a recently  married  young  man 

journey?  ? '*'*  dcscriPtioa  that  made  him  stop  his 

„ au  StaBZa  fr°m  the  same  Amarusataka  is  quoted  by  Arnnda- 
rdhanato  show  when  the  poet  has  chosen  a metaphor  just  to 
touWy  the  theme  and  hat  left  the  fig,,™  aft8r  iH  t. 


KopSt  komalalolabahuia tikdpaiena  baddhva  dydfum 
mtVi  w2saniketamm  dayitaya.  sayam  sakh.lnS.ki  purah  | 

B/ruyo  naivamiti  skhalatkalagiram  samsScya  duiceftitarh 
Dhanyo  hemyata  eva  nmhutiporah  preyan  rvdatya  bason  |t  -9 


86  2* 

37  Dr.  R.  C.  Dwivedi’s  translation. 


INTRODUCTION  *7 

-Look  at  the  blessed  one  who  is  caught  hold  of  by  his  beloved 
with  her  tender  and  beautiful  creaper-like  aim-rope  weeping  and 
carrying  him  to  her  abode  in  the  evening  before  her  friends  repri- 
manding him  with  a laughter  to  hide  his  misconduct  not  to  repeat 
that  in  future  in  stumbling  and  sweet  words  and  thereby  suggesting 
his  deceit. 

Here,  the  poet  is  very  conscious.  He  employs  mpaka-Komala - 
lolab&hulatikapa&a  to  reveal  the  beauty  of  the  heroine,  to  suggest 
her  intention  that  her  lover  should  always  be  under  her  grip  and  to 
make  the  erotic  artistic;  and  he  leaves  up  the  rupaka  when  he  finds 
his  purpose  served. 

A poet’s  expression  may  not  always  possess  a primary  sugges- 
tive sense.  The  vyahgydrtha  may  be  subordinate  and  an  expressed 
alahkdra  with  all  its  charming  predominant  feature  may  hint  at 
it-  For  an  example  see  the  following  stanza  of  the  Hanumannft- 
taka  quoted  to  illustrate  anumdndlankdra  by  Appayya  Dlxita  in  his 
Kuvalay&nanda: 

Saumitre  nanu  sevyatdm  tarutdlam  carMmiurtgrmbhate 
CanddmiorrvM  kd  kathd  raghupate  candroyamunmi la ti  l 
Vatsaitadviditam  kathanm  bhavatd  dhatte  kurahgam  yatah 
Kvdsi  preyasi  ha  kuraiiganayane  candrdnane  jdnaki  li 

Laxmana,  let  us  take  shelter  beneath  a tree  for , 
the  sun  is  very  hot. 

O , Raghupatl,  how  can  there  be  the  sun  shining 
in  the  night  ? It  is  the  moon  rising.  • 

Dear  brother ; how  could  you  know  itl 
Because  it  possesses  the  deer-mark. 

O dear ! where  are  you ? O deer — eyed  one ! 

O the  moon  faced  one!  O jdnaki. . . . . . 

Here,  the  fancy  is  full  of  wit  based  on  the  love-lorn  condition 
of  Rama  who  remembers  his  beloved  and  recollects  her  eyes  and 
her  beauty.  Thus  the  figure  anumdna  with  all  its  splendid  charm 
hints  at  smrti**. 


88  Appayya  Dlxita  quotes  this  stanza  once  again  in  his  Citramfm&msa  while 
he  deals  with  smara^akthkdra  there  and  proves  that  this  smjti  is  vyadgya. 
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Citrak&vya*9  is  a special  name  given  to  the  literary  pieces  where 
there  is  no  element  of  suggestive  sense®  o and  where  alankdras  aic 
employed  apparently  for  their  own  sake.  The  only  pedantic  inten- 
tion behind  was  quite  evident  to  the  poetic  thinkers.  Main  mat  a 
condemns  that  a citrdkayya  is  of  the  lowest9'  type  of  literary  com- 
positions. As  an  example  he  gives  the  following  stanza: 

■S'  mcchandarehciladacehakacchakuharaccha  tetard  m bhaichata- 
Murchanmohamaharfiharsavihitasndmnhikdkvayavah  | 
Bhindyadudyadutiaradarduradaridirgkddaridradruma- 
Drohodrekamayomimeduramada  mandakini  mandatHm  || 

-May  the  MandakinT  at  once  remove  your  dullness  (thcMandft- 
kinl)  in  which  are  performed  with  pleasure  ablutions  and  daily 
rites  by  great  seers  whose  delusion  is  being  washed  of  by  the  conti- 
nuous jets  of  water  which  is  spurting  up  at  its  (free)  will,  is  clear 
and  violent  in  the  eravices  of  the  banks;  whose  valley  contains  large 
jumping  frogs  and  whose  pride  is  great  on  account  of  the  lofty  waves 
rising  high  owing  to  the  collapse  of  tall  and  stupendous  trees92. 

But  it  is  to  be  noted  that  some  portion  of  picture-poetry  too 
has  its  own  appeal  through  its  wit  and  fancy,  rt  is  not  totally  devoid 
of  art-emotion.  Appayya  Dlxita  writes  a work  by  name  Citrami - 
mamya  to  point  out  the  appealing  element  in  such  pictorial  poetry. 
However  he  too  condemns  iabdacitra To  illustrate  arthacitra 
he  takes  a number  of  instances  from  the  works  of  great  poets. 
The  following  is  one  of  such  instances: 


89  Anandavardhina  is  the  first  to  criticize  citrckivycr.  Vide  Dhvanystoka. 

' : - HI.  41-42 

For  detail  see  The  Mv/myaloka  and  Its  Critics  by  Dr.  K.  Krishcamoorty 
PP.  122-124  ’ 

90  Tatah  any3drasabh5vadi  tStparyarahitaih  vyaAgyarthavifiesiprakfiaanaSa- 

ktisunyam ....  taccitra*.  — Dhvan.  vrtti  to  HI.  41-42 

91  dabiiaciirarh  vacyacitram  avyangyamavaram  smrtam  T • 

— KavyapralcfiSa,  i,y 

92  Dr.  R.  C.  Dwivedi’s  translation. 

93  &abdacinu$ya  nirasatvfit..  6abdacitr6m$aroapahaya  arthacitramlm&msfi. 
prasannavistirnft  prastuyate. 
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A tk&jimsadhadharah  pragaibhavdgjvalawiiva 

. bramharmyena  tejnsd  I 
Vwe&a  has cijjati lastapo varum  tanrahaddhah 

prathama^ramo  yathd  II94 

Here,  inspite  of  the  absence  of  suggestive  sense  the  utpreksd, 
felt  in  the  description  of  Jatila’s  lustrous  bachelorhood  presents 
immense  artistic  pleasure.  It  may  here  be  remembered  that  the 
six  systems  of  Indian  Philosophy  do  not  recognise  suggestion  as  an 
independent  and  separate  expressive  power  of  the  word  or  the 
sentence  in  addition  to  expression  and  indication. 


—Cit  rami mams  a:  at  the  end  of  the  graniharamkhuprakarana. 
94  -Kum&rasarhbhava,  V.  30 


CHAPTER  II 


THE  CONCEPT  OF  PUN  AND  ITS  DEVELOPMENT 

A critic  is  satisfied  with  the  artistic  beauty  that  a literary  piece 
presents  to  him  and  a subtle  genius  goes  further  whether  he  can  seek 
for  the  factors  behind;  and  such  an  inquiry  in  its  systematized 
form  is  called  Alankaraiustra  in  Sanskrit.  Sanskrit  poetics  starts 
its  course  with  the  Alankwra-school.  It  has  discovered  a number 
of  alankaras  m due  course  of  its  development : pun  is  one  of  them 
The  character  of  pun  is  pointed  out  in  the  Nstyattstia  itself.  It  is 
to  note  that  Bharata  recognizes  it  not  as  an  independent  one  but 
as  the  cause  of  Sobha — a kind  of  kdvya  vibhiifma  or  embellishment 
of  poetic  speech1  though  he  mentions  the  word  am.  pun> 
after  Bharata,  got  an  independent  position  as  we  see  in  the  works 
of  BhSmaha  and  his  successors.  Bhamaha  mentions  Sli?tam  as  a 
separate  figure  of  speech  in  the  list1  of  alankaras  already  established 
by  his  predecessors  or  by  his  elderly  contemporaries. 

(1)  S'LESA  AS  AN  EXCELLENCE 

The  doctrine  of  Guna,  made  known  to  us  by  Bharata  presents 
ten  poetic  excellences  that  an  ideal  artistic  composition  shall  possess 
generally.  Of  the  ten,  Slesa  occupies  an  important  position  and 
comes  first3  in  the  order  of  enuroaration.  The  word  Mesa  is  derived 
from  the  root  HU,  meaning  to  coalesce  or  to  cling  to.  This  excell- 


*•  ™re  ^atya^5!ra  XVII.42  & the  portion  deals  with  ’Patakasttena" 
XXI.  >3-35.  And  read  the  following  stanzas: 

Yarrdfpair aksar aih  sllttairvicitramupavornyate  | 
Tamapyakearasahghdtarh  vidydUaksunusafijhitafii  J[ 

Siddhalrarthaissama^krtvd  hyaxiddho'nhah  prayujyare  I 

Tatra  Mitforti  vttl&yarthaih  sd  Aobhetyabhidhiyate  I| Jbid  XVIJ.7-8. 

2 Kavy&iank&ra,  IH.  1-4.  Vianudharmottarapura^a  hints  at  it.  Vide 
Alcalkaronkd  Kramika  Vikas  by  PuTushottama  Sfaarma  Chaturvedi,  P.  209 

3.  Slejab  prasadah.  ,etc.  See  foot  note  No.  68  above  in  ihe  first  chapter. 
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ence  in  a composition  is  felt,  as  Bharata  thinks,4 5 6  where  thoughts 
are  deep  and  clear  by  nature  and  where  words  are  coalesced  to 
convey  an  intended  sense.  And  thus,  it  is  a gupa  of  both  the  word 
and  the  sense. 

Bhamaha  does  not  mention  this  excellence  because  he  admits 
only  three gunas-madhurya,  ojas  and  prasdda . Besides  him  there  are 
some  other  thinkers  like  Anandavardhana,  Kuntaka  and  so  on  who 
do  not  mention  this  guna  as  .they  do  not  accept  the  doctrine  of  ten 
gupas  as  expounded  by  Bharata  and  later  on  by  Dandin  and  Vamana. 

Next  to  Bharata  4le^agun,a  is  seen  in  the  Kavyfcdarsa  of  Dapdin 
for  whom  this  guna  is  existing*  if  a composition  is  free  from  slack- 
ness. Vamana  reflects  the  same  so  far  as  fabdagma  is  concerned 
by  saying  imspiatvatii  $k$ah- the  coalescence  of  words  is  And 

it  has  became  a tradition  for  various  thinkers  on  poetics  to  tell  the 
same  in  different  words;  for  example,  Bhoja  says,  gundh  su&lifta- 
padald ; V&gbhata  says,  4le$o  yatra  padani  syuk  sy&t&rfcva paraspardm; 
Jagannatha  says,  sabdanHih  bhinmmnutpi  ekatvapratibhfinaprayo- 
jakah. 

Dandin  does  not  think  otguna  belonging  to  sense.  According 
to  him  8le§agurza  is  limited  only  to  the  words  of  a composition. 
But  Vamana  states  even  arthaguna  because  nil,  the  very  soul  of 
poetry,  as  he  thinks,  is  based  on  excellences.  Qlepagtma  belonging 
to  artha,  he  calls  gftatand-the  artistic  order  of  thoughts  and  actions. 
All  those  who  mentioned  4le$aguna  of  sense  followed*  Vamana. 
To  illustrate  this  arthagu/ia  Vamana  cites  the  following  verse  from 
the  AmaruSataka: 


4 Ipsitenartbaj&tena  saihbaddh&nuparasparam  I 
Sli^tata  padftn&ra  hi  61e?a  ityabhidhlyate  M 

Vicaragahanam  yat  syat  sphufram  caiva  svabh^vatah  I 
Svatah  supratibadham  ca  Slistam  fat  parilrlrfifani  U 

— *N&t-ya5£stra,  XVII  , 98-99 

5 Sli^iarnaapp^fa^ithilyamalpapranak^arottaram  | — Kavyadar^a,  1 . 43 

6 Evam  fcriy&parampapaya — sam anfidhi karanyarupab  samsargak  alwjiah. 

' — Rasagai^gSdhara. 
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Df-st  vaikasanasamsthite  priyatatne  paAc&dupetyadarii- 

Dekasya  nayane  nimllya  yihiiaknddnubandhacchalah  \ 

Isadvakritakandharah  sapulakuh  premollasanmanasa . 

Mantarhasalasatkapolaphalakam  dhiirio 1 pardrn  cimbati  M - . 

An  order  is  felt  here  in  the  actions  of  a cunning  lover-closing 
one’s  eyes  and  kissiftg  another’s  cheek  soon  after  his  arrival  from 
behind  the  beloveds’  who  were  seated  in  the  same  bench;  and  this 
order  is  Slesaguna  belonging  to  artha.  However,  Mesa  as  pun  came 
to  denote  the  phenomenon  of  paronomasia,  words  having  more 
meanings  than  one  as  time  went  on. 

(2)  THE  ROOT-CAUSE  OF  THE  CONCEPT  OF  PUN 

Raktam  lambodaraih  turpakarnakdm  raktavasasam  I 

Raktagandhdnuliptdngam  rdktapu$pdih  supujitam  11 

The  word  raktam , here,  in  the  Gane£atharva6Ir?a,  stands  for 
red  and  lovely  as  well. 

A close  study  of  Sanskrit  poetry  reveals  that  right  from  the 
early  days  of  literary  compositions  words  are  often  used  in  more 
senses  than  one.  Read  the  famous  stanza  of  the  Ramayaua- 

Ma  ni§dda  prati?tham  tvamagamak  ddJvatth  samak  l 

Yatkrauncamithmddtkamavadlnh  kdrmmohitaik  II 

Primarily,  it  is  a curse  on  the  hunter  that  he  should  never  attain 
salvation  for  he  killed  the  krauuca  bird  which  was  absorbed  in  love; 
and  paronoraastically,  this  verse  stands  for  an  auspecious  beginning 
of  the  great  epic  with  dM7  that  Lord  ViBryx-mdnmda  may  attain 
a position  for  ever  as  he  killed  the  demon,  R&vapa  as  well  as  Valin 


7 A6lmamaskuyavastunirde6o  vapi  tanmukham  II  — Kavyadarto,  1 . 14 

Th©  rules  ox©  laid  down  later  on  with  an  observation  of  such  great  works. 

ASty  means  an  expression  of  the  desired  object — l&rnama  abhila^ita 
vastunab  $asanam.  —commentary  on  the  first  stanza  of  Cathpjoramayana 
by  Ramachandra  Budhendra. 
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who  went  astray  in  passion.  Commentaries  like  Govmdardjiya 
interpret  the  words  of  this  stanza  orderly  as  applicable  to  the  res- 
pective kan$as  of- the  R&mayana. 

In  the  KSmayaua  there  are  many  other  occasions  of  pun  as  such. 
Here  is  another  instance  which  describes  the  miserable  condition 
arisen  at  the  exile  of  R&ma : 

Nekfatrani  gafdrc'mm  grahaica  gatatejasah  I 

• (Ayodhyakfingla,  41.12) 

• Here  the  words  nak§atrdni  and  grahdh  express  two  meanings. 
The  stars  became  dim;  the  planets  became  pale : and,  the  army  wings 
became  dull  and  the  houses  became  gloomy.  Both  these  expressed 
meanings  suggest  a lot  as  regards  Rama’s  fate  on  the  one  hand  and 
the  affection  of  the  army  that  he  had  earned  on  the  other ; as  re- 
gards the  unfavourable  planetary  position  in  his  horoscope  on  the 
one  hand  and  the  affection  that  he  had  at  every  house  on  the  other. 

If  we  go  back  to  the  Vedas  innumerable  instances  of  playing 
on  words  are  found.  Soma, , tr$ta,  vrsa  and  many  words  as  such 
are  paronomastic.  For  example,  somenddityd  balinah^  means,  on 
the  one  hand,  the  Adityas  are  strong  because  they  are  offered  obla- 
tions with  soma  juice  and  on  the  other,  the  gods  are  strong  because 
they  drink  nectar;  and,  tvamekavx§o  bhavcP,  means  ‘ do  thou  be  the 
soul  chief  and  do  thou  he  a bull  of  the  herd’  as  well.  Scholars.*0 
! have,  pointed  out  many  such  occasions  of  pun  in  the  Vedas.  • 

• Naturally,  such  a noteworthy  flow  of  playing  on  words  attracted 


8 ftgveda,  Vl.85.2  • 

9 Yr9cadrasya  vraa  divo  vr?*  prthivya  ayam; 

vi&vasya  bhutasya  tvamekavjSo  bhava.  -Atharvaveda,  VI.  86 . 1 

10  Vide  (i)  gveda  - figures  of  speech  In1  by  P.  S.  Shfistrl:  Annals  of  B.O.R.I. 
Vol.  23.  PP,  34-04 

(ii)  l£lesa  as  a means  of  economy  in  Bharodvdja  Maydala'  by  G.  V. 

Devasthali  - A.  I.  O.  C.  Proceedings  Vol.  No.  22  Sum.  219. 
Hit)  ‘ Kavt  & Kdvya  in  Atharvaveda'  byN.  J.  Shende  from  page  141 
: onwards.  Uni.  of- Poona  Pubn. 
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the  attention  of  the  poetic  thinkers.  They  constituted  the  concept 
of  pun  and  accepted  the  term  &lesa  to  denote  this  figure  as  it 
connotes  the  clinging  of  more  than  one  meaning  to  a word. 

It  was  a fancy  of  the  ancient  Indians  to  trace  divine  origin  for 
whatever  that  they  had  found;  that  is  what  Bharata  did  in  his 
NatyaSastra11  and  R&jaSekhara  did  in  the  first  chapter  of  his  Kavya- 
raimarixsa.  So  far  as  pun  is  concerned  R&jaSekhara  attributes 
Sabda&lesa  to  Sesa-the  serpent-king  and  artha&le$a  to  Utathya,  an 
elder  brother  of  Brahaspati. 

£e§a  is  double-tongued  in  every  hood;  so  also  the  punning 
words  like  mmi$ada  in  a sentence.  The  word  utathya  means  that 
from  which  a truth  is  derived.  Utathya  had  two  wives-Mamata 
and  Bhadra:  so  also  words  like  raktam  possess  two  capacities  de- 
noting red  and  beloved  as  well  Wife  figuratively  means  one’s 
own  power  as  Laksami~the  goddess  of  wealth  to  Vis&u-the  presiding 
god  of  sustenance. 

(3)  PUN  AND  METAPHOR 

In  its  early  stage  of  development  the  concept  of  pun  was  inter- 
vened by  metaphor.  That  is  why  Bhamaha  finds  it  necessary  to 
point  out  the  distinction  between  these  two  figures.  In  his  defi- 
nitions of  these  two  there  is  verbal  similarity  to  some  extent12  and 
in  both  the  figures,  as  he  states,  the  phrases  are  to  belong  to  upamana 
and  upameya  as  well.  According  to  him,  in  tfimlankdra  the  ele- 
ment of  the  standard  of  comparison-  upamana  is  also  applicable  to 
the  object  of  comparison-a/wtteya  owing  to  the  similarity  in  certain 


11  Bhavadbhifisucibhirbhutva  tathA ’vahitamanasail?  I 

Sruyatam  n&tyavedasya  sambhavo  brahmanirmitab  If  — Natyasastra,  1 . 7 

12  He  defines  pun  as  follows: 

Upamanena  yattatvamupameyasya  sadhyate  \ 

Gunakriyabhyam  namnS  ca  Siisfcara  tadabhidhlyate  II 

— KavySlaxtk&ra,  HI . 14 

See  bis  definition  of  metaphor: 

Upamanena  yattatvamupameyasya  rupyaie  I 
Gunanam  samatam  dr^fcva  rupakarii  tiiima  tadviduh  1 1 


—Ibid,  H . 23 
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characters,  actions  and  notions.  So  the  compound  jaladadantinahu  < 
means  both  clouds  and  elephants  and  the  phrase  iikarambhomada- 
srjaslmgak- being  high  and  showering  the  cool  and  intoxicating 
drops  is  common  to  both  meant  at  a time**.  But  in  rupaka  the 
phenomenon  of  upaimna  is  imposed  on  the  upameya  and  the  same 
compound  jaladadantinah  means  here  the  cloud-elephants  which 
shower  ichor  in  the  form  of  rain  standing  high  above  in  the  sky. 
Moreover,  here,  some  distinguishing  elements  may  follow  the 
upameya  such  as  lightening  in  case  of  clouds. 

For  Dandin,  the  difference  between  upamana  and  upameya,  if  is 
not  mentioned,  is  rupaka' s.  He  considers  metaphor  coming  with 
the  help  of  punning  words  as  Mistartlpaka^  and  illustrates  it  with 
an  example  of  a damsel’s  vaklrambuja  which  possesses  beauty  en- 
joyable by  royal  swan-like  kings  and  fragrance  arousing  passion  in 
bee-like  men  of  elegance  (lust).  He  makes  it  clearer  that  in  ilista 
we  get  more  than  one  meaning  in  an  apparent  single  form  of  words 
and  thereby,  he  suggests  that  there  is  no  room  for  confusion  at  all. 

: • Once  again  V&mana  tackles  this  problem.  According  to  him 

the  characteristic  features  of  the  standard  of  comparison,  if  taken 
for  granted,  to  the  object  of  comparison,  it  is  mpaka^  but,  it  it  is 
imposed  on  the  object  of  comparison  owing  to  the  trick  employed 
in  the  composition  of  like  words  which  are  different  in  meanings, 
it  is  pun,18  He  gives  an  example  for  He$a  where  the  women  of 
cupid  are  treated  as  equal  to  the  warriors  in  a verse  though  basically 
they  are  of  different  nature  meant  by  the  same  words  in  the  verse 
itself.  \ . 

To  sum  up,  if  upam&na  is  imposed  on  upameya  and  their  features 


Commonly  given  to  both  the  figures.  See  K&vyaiankara,  II.  23  &.  Ill  16 

. .yugapat  upam&nopanieyay  oh . • — ni>  15 

Upamaiva  tirobhutabhcdA  riapakamucyate  I — KavyfidarSa,  II.  66 

R&jahamsopabhogArhaifc  bhramaraprarthya  sourabham  l 
Sakhi  vaktr&hbujamidaro  taveti  Slistarupakam  M 

tlpamSnenopamcyasya  gvinasamyflttatvRiopo  rnpakam. 

- — Kavyalank5rasutra>Ttti,  IV.  in,  6 

18  Sadharmesu  iantrapiayoge  61c*ah.  —Ibid  7 


13 

14 

15 

16 

17 


—Ibid  82 
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are  staled  in  different  words,  it  is  mpaka-  and  words  if  possess 

35LSET thaQi one' owing  to 


(4)  PUN  AND  YAMAHA 

the  *&fSMha  i"tis  commentary  on  the  Mvyalankara  interprets 
the  word  yugapat  fonnd  in  Rudrata’s  definition  of**  thSThis 
word  is  used  to  set  aside  yamakas  from  pun  J»  The  word  yugapat 
secn  used  by  Bh.tnaha  to  show  how  % SSE 

ajs?  is  resolved  as  **  »»«*•  «*» 

twC?  n?  T tKe  °CCUrrence  of  w°rds  of  the  same  letters 
twice.  Bharata  knew  it  and  called  Sabdabhyasa -22  repetition  of 

words.  Wo  find  pun  when  a word,  cccuring  ™ly  once  2t  or 

soma  ’£?*  m°re,than  one  meaDin*  ^ found  in  nm^£ or  m 
soma.  But  m yamaka,  as  it  is  defined  throughout  23  different  wL! 

composed  of  the  same  letters  so  as  to  be  pro^ouncefZe  mSe 

than  once,  are  to  come  out  with  different  meanings.  For  example: 

VikoiamiyurjagattiamarganSh 

vikddamiyurjagatiSamwganah  J 
k'ikOjamiyurjagatUamarganah 


St!llZa  are  Pronounced  alike  but  they  arc  of 
qu,te  different  words  and  they  mean-  the  arrows  of  Arjuna  spread 

19  See  Kanna<k  KaiyS!ankara  by  Dr.  K.  Krkhnamoorthy  P.  55.  fo  14 

2.  mahiyamakidlnam  aeeatvaaivmilj.  Com.  ,o  IV  1 

21  Ala6Ur&mM[aaa  by  Dr.  R.  S.  Hrra  P,  69. 

22  . N&tya§&stra,  XVI.  59 

23  E‘g'w 

arninam  punarvado  yamakam  tannigadyatc  II. 

an  u \t  • ‘-Kavyaiahkira,  II.  17 

iryuS7™Z*ArlHe  ^ ^^***™W*  sa  punah 
24  KiiWaiJunlya,  XV.  52  ' -Kavyaprakaia,  IX,  83 
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all  the  where;  Siva’s  arrows  were  broken;  the  hosts  of  the  destroyer  , 
of  the  demon  were  astonished  and  to  witness  the  battle  between 
lord  Siva  and  ascetic  Arjuna  the  devotees  of  Siva  were  assembled 
in  the  sky  respectively. 

Pun  may  possess  the  element  of  splitting  of  words  as  found  in 
nakfatmyi  gatarc$ni$i  but  the  same  pronunciation  is  not  repeated 
in  it  as  seen  in  the  above  example  of  yctmaka. 

Yamaha  requires  special  effort  both  on  the  poet’s  part  and  on 
the  part  of  the  men  of  taste.  So,  poets  are  warned  against  /employ- 
ing them  in  a good  piece  of  literature  where  suggestive  sense  is 
predominant,  even  if  they  are  capable  of25  But  on  the  contrary 
pun  promotes  suggestive  sense  and  expresses  some  other  figures26 
like  virodhabh&sa  as  found  in  the  description  of  Mahfik£la27  and 
in  the  following  stanza  respectively: 

SankrantavarndntaragSdhisurwh 

Samparkapunyadiva  ramabhadrah  \ 
Kfatrakramaipippaladandayogyah 

Paltitiadandudf- tap'lnimsl i II28 

The  latter  half  of  this  stanza  means  to  us  that  Rficnabhadra,  a celi- 
bate boy  belonging  to  a warrior-race,  who  is  expected  to  hold  in 
his  hand  a stick  of  fig-tree  is  holding  a PalS6a-stick.  The  Palate- 
stick  is  meant  for  a brahmin  boy.  Pun  has  brought  an  apparent 
contradiction  here.  The  phrase  pal04adanMdrtapa^ih  denotes  the 
intended  meaning  that  the  hands  of  Rama  are  eager  to  punish  the 
demons.  Thus,  pun  imposes  a contradiction  here  and  makes  the 
idea  artistic. 


25  Dhvany&traabhute  4pigare  yamak&di  nibandhanam  | 

Saktfivapi  pfamfidrtvarit  vipralaihbhe  viteeatab  ll  — Dhvanyaloka,  n.  15 
and  in  the  Yamak&dinltrh  - yamakaprakartinarh. 

26  Yatra  sabdaaaktya  sak^adalamcaraatararii  vacyaih  satpratibhasate  sa 
saivab  Ale^avifjayah.  Yatra  tu  s&marthy&keiptam  v&cyavyatiriktara  vyati- 
gyamcv&ladk&r&ntaram  prakfl4ate  sa  dhyanervi^ayoh,  | Ibid  Vftti  to  21 

27  < See  the  fn.  No*.  84  ih  the  first  chapter  above. 

28  ; Campur&mfiyaga;  Mlakanda,  49 


28 


PUN  IN  SANSKRIT  LITERATURE 


(5)  PUN  AND  SAMXSOKTT 

In  pun  different  substantives,  relevant  or  irrelevant  as  the  case 
may  be,  are  introduced  by  a word  with  parenomastic  attributes 
qualifying  each  of  them:  but  in  samasokti  other  substantives  are 
unexpressed29  and,  ate  so  irrelevant,  which  are  only  hinted  at  with 
the  help  of  paronomastic  attributes.  Ruyyaka  and  Mackhuka 
find  it  necessary  to  throw  light  on  the  word,  SlialaiW  occurring  in 
Mammata’s  definition  of  samasokti  and  write  vise^anas&mya.31 
Here  is  a beautiful  stanza  quoted  by  many  rhetoricians  including 
Auandavardhana : 

Upodharagena  \ilolatarakam  tatha  grhitam 
iaiind  niSatmtkham,  ! 

Yatha  samastam  timirdihdukam,  tayd  puro’pl- 
rdgddgalitam  m lakpliam  II  ... 

Here,  pun  does  not  play  on  the  substantives,  iaiin  and  niMmu- 
kha-the  moon  and  the  twilight.  But  all  other  words  that  are 
employed  to  convey  the  attributes  of  the  moon-rise,  the  relevant 
subject  under  description,  possess  double-entendre  and  thereby 
suggest  the  dalliance  of  two  lovers  which  is  irrelevant  or  aprastuta. 

(6)  THE  COMMON  ELEMENT  IN  THE 
DEFINITIONS  OF  PUN 

Even  though,  the  process  of  thinking  on  pun  certainly  differed 
from  time  to  time  yet,  the  common  element,  conspicuous  to  us  in 
the  definitions  of  pun  made  by  different  rhetoricians  through  ages  is 
-Uewfonkara  exists  where  word  or  an  apparent  single  word  expresses 
more  than  one  meaning  followed  by  a single  predicate  relevant  to 


29  Prakftadharmirr&trasya  upad&ne  tu  samSsoktereva  vi?ayah. 

-J&gaunaihct  in  R&sagartgadfcara,  II. 

30  Parokttfbhedakaik  iZiQfazb  samasokti^.  — Kavyapraka£a,  X.  97 

31  WtcfarAnaTh  sdrhy&t  aprastutasyagafoyatve  samdsoktih. 

Vi6ioyasyd.pl  sarltyc  dvayorvopOdane  dtefah.  ..  ■'  . 

—Ruyyaka  in  Alafikarasarvasva : sutras;  32,  34 
Vi6e*?yasy5pi  s&raye  sleaapraptefc ....  -Mankhuka  in  Vfttl 
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each  of  them  simultaneously.  So  far  as  Bhamaha’s  definition  of  . 
pun  is. concerned,  bearing  in  mind  the  infancy  of  the  formation  of 
pun  as  a concept,  we  have  to  condone  the  inadequate  nature  therein 
because  it  allows  certain  substantives  to  express  single  meaning. 
If  the  attributes  of  upamana  by  nature,  actions  and  synonyms,  he 
thinks  are  absolutely  applicable  to  upameya  pun  is  said  to  be  pre- 
vailing.32: the  upamana  and  the  upameya  may  be  expressed  . by  differ- 
ent words.  In  his  example  cited  to  illustrate  pun  the  compound 
word  jaladadantimfy,^  unlike  the  woids  soma  and  mani§ada>  is  a 
<&artc/vfl-compound;  here,  the  meanings,  clouds  and  elephants, 
arc  expressed  by  different  explicit  words-  jalada  and  dantmafy.  We 
notice  , that  in  all  his  three  varieties34,  of  pun  the  upamana  and  the 
upameya  &ro  expressed  in  separate  words-rmrgadrivnah  and  mahan - 
tah* 5 sumjanah  and.  gftanak,^  tvam  {raja)  and  the  udanvan 37  res- 
pectively .for  ..sahoktiy.  ttpamd  and  hetu  types  of  pun..  Though,, 
Dapiin  treats  such  instances  as  ilfatarupaka,  4ii?tdrthadipctka , 
6li§topamd  and  so  on  arid  thereby  suggests  that  Bhamaha's  idea 
of  pun  is  inadequate,  yet,  his  conception  of  pun  owes  its  allegiance 
to  that  of  Bhamaha  undoubtedly. 


The  manner  in  which  Dan<Jin  defines  pun  suits  its  adequate 
nature  and  the  later  rhetoricians  find  no  better  way  than  to  repro- 
duce the  same  in  their  own.  tongue.  The  phrase  ekarupdnvitam 
vacdb  of  Dan^in  to  express  anekartha :38  is  tantraprayoga 39  to  Vamana, 
ekaprayatnoccary&Q  to  Udbhata,  su£li$taklitfavividhapculasandhi : 


32  See  fn.  No.  12  above.  • 

33  Sikarambhomadasrjah  tungab  jaladadantinah  I 

ltyatra  meghakarigam  nirdeaab  kriyate  samam  ll  — K^vy&IaAkara,  m,  16 
Tatsahokiyupamahetunirde^at  trividham  yatlift  II  —Ibid  17 

Chay&vanto  gatavyalab  svaroh&b  phalad&yinal;  1 

Margadruma  mah&i]ta5ca  pare^ameva  bhntaye  11  —Ibid  18 

Unaalfc  lokadayiti  maharxtaK  prajyavar?inab  \ 

•Sainayanti keitestapam  surajano  ghan&  iva  II  1 - -—Ibid  19 

Ratnavattv&dagadhatvXt  svamaryadlvilaAghanat  I 

BahusatvS4rayatvacca  sadr^astvamudanvata  II  — -Ibid  20 

Slietamiatamai^arihaniekai^pSuritam  vacab  i ' •— Kavyadai^a,  ff»  310 
Sadharmegu  tantraprayoge  61eeab.  — Kavyalfikarasutravrtti,  IV.  iii.  7 

40  Ekaprayatnoccaiy&t^m  tacch&yafieaiva  bibhratSm  ! 

....-a:; ...=  . — J^vyMa^rasara§a6graha* IY*;9 


.34 

35 

36 

37 

39 
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yugapadmekam  vdkyamU  to  Rudrata,  pademikem « to  Bhoja, 
vacyabhedem  bhinnd  yat  yugapat  bha^aiiasp^ah  and  ekasmin  vakye 
anekarthata  to  Mammata,43  padaistaireva  bhinnairvd  vaktyekanieva 
hi 44  to  Vagbhata,  viiefyasy&pi  samya* 5 to  Ruyyaka  and  to  Vidya- 
dhara,46  Sliftaih  padaih  onekarthabhidhana^  to  VifivanStha,  ndnar- 
thasamtrayah* 8 to  Appayya  Dlxita  and  irutyaikaya  onek&rthaprati-  ' 
padanamrt  to  Jagannatha. 

In  Dandin  s examples  of  both  abhinnapada  and  bhinnapada, 
the  word  raja  means  the  king  and  themoon  as  well : both,  the  upameya 
and  the  upamana  are  expressed  by  a single  word.  The  relevant 
attributes  in  relation  to  both  show  how  they  are  liked*)  and  how 
they  are  troublesome31  and  are  expressed  by  the  remaining  words 
simultaneously.  However,  a subject  and  any  of  its  adjectives 
qualifying  may  stand  vice-versa  as  we  find  in  the  following  stanza: 

Mahibhrdbhurikatakah  tejasvl  niyatodayah  \ 

Dak$ah  prajapatticaslt  swami  iaktidhara&ca  sab  1152 


41  Yaktuth  samarthamartham  suAliplaklisfavividha  padasandhi  I 
Y ugapadanekam  vakyam  yalra  vidhryeta  sa  SicSah  || 

— K&vyAlahk&ra,  IV.  1 

42  Sleso'nekftrthakathanara  padenaikena  kathyate  I 
PadakriyakSrakaih  syat  bhinn&bhinnaibsa?advidhab  II 

,,  — Sarasvailkapfhabharana,  TV.  5 

43  KavyaprakaSa,  IX.  84  and  X.  96 

44  Padaih.  .hi.  Anekamartham  yatrSsau  61e$a  ityuoyate  yatha. 

— VagbhatSlaiikira,  IV.  127 

45  Vi£esya$yapi  samye  dvayorvopAdfine  ile?ah. 

— Alaftk&rasarvasva:  Sutia  34 

46  Yatra  vi$e$yavi4e?apasamyam  sa  61e§ab.  — Ekavalf,  vUl.  26 

47  Sliijtaib  padairanek&rthabhidhaae  file*a  i«-ate  I 
Varnapratyayalinganftm  prakrtyoh  padayorapi  II  — S&hityadarpaga,  X.  II. 

48  . .4Ie?o  varnyavarnyobhayMritab.  — KuvalayAnanda  - 64 

49  6leeah. -RasagangMhara;  Dviuyamananam. 

50  Asavudayamarudhab  kantiman  taktamandalab  I 

R8ja  hatati  lokasya  hjdayam  mrdubibhkaraib  II  -r-KSvy&daria,  II.  311 

51  Do^akarcna  sambadlioaunaksatrapathavartina  I . ; ■ tf 

RajfiS  prado?o  maraittharaapriyam  kith  na  badhyate  II  —Ibid  HZ 

52  Dagdin  has  given  this  stanza  as  an  example  of  avirodhUleta.  Ibid  321 
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Here,  the  word  mahlbhrt  if  is  taken  to  mean  a king  under  des-  ' . 
cription  the  word  dak§ah  and  prafipatih  stand  to  qualify  the  king 
along  with  other  adjectives;  but,  if  we  take  datyah  prafipatih-  as  the 
sujbect  under  description  the  word  mahlbhrt  qualifies  him  that  he 
was  a king;  and  because  of  their  mutual  substitutable  features  as 
adjectives  the  words,  though  different  to  mean  different  subjects, 
constitute  a pun  as  defined  by  Dahdin  and  others. 


(7)  THE  NATURE  OF  WORDS  IN  PUN 

The  way  in  which  punning  words  are  analysed  is  paved  by 
Dai?din  for  the  forth-coming  thinkers.  Slitfam,  he  mentioned, 
occurs  with  two  types  of  words,  not  split  and  split  abhinnapoda 
and  bhinnapadas3  He  explained  them  with  words  rdj&  and  mk?a- 
irapatha.  The  word  rdja  is  a double  -entendre,  meaning  the  king 
and  the  moon  and  it  is  not  split;  whereas,  the  word  nakmtrapatha 
as  a whole  means  sky  and  if  split  as  m-\-k?atrapatha , it  means  not 
befitting  a warrior. 

Udbha^a’s  analytical  mind  proceeds  further.  His  intention 
of  expanding  these  two  aspects  aroused  tumult  among  the  later 
rhetoricians.  His  novel  use  of  words  ekapraydtnocearya  and 
tacch&ya,  corresponding  to  abhinnapoda , and  bkinnapada  respec- 
tively tends  towards  grammatical54  accuracy  and  hints  at  his  effort 
to  be  more  precise  than  his  predecessors.  What  Udbhata  means 
is  expanded  in  brief  by  his  renowned  commentator,  Bhaftendur5ja 
who  writes  up  arthabhedena  tdvai  iabdd  bhidyanta  iti  bhattodhatasya 
siddkantab;^  and  both  are  proved  pale  ill  times  ahead. 

. So  far  as  abhimapada  is  concerned  the  above  said  grammatical 

53  Tadabhinnapadarii  bhinnapadapr&yamiti  dvidhS  I \ — Kavy&dar£a,  II.  3 10 

54  (0  Ycs&ib  halsvafaprayatnfidln&m  sfiinyam. . . . 

— Laghuvrtti  to  IV.  50:  KavyfilaAkarasarasaAgraha. 

(it)  Prayatna  grammatically  means  efforts  of  articulation.  A.syaprayatnai 
as  it  is  called  so,  is  of  dbhyantara  and  bdhya- internal  and  external. 
Catvdra  abhyantardh  prcyatn&h. . spa$$atdt  tyatspaflatd*  saftimrtata , 
vivartatd  ceti. . k&6ik&  to  P&Aini-sutra,  1.19. 

55  In  Laghuvrtti.  It  corresponds  to  the  grammarians'  view:  - TridJtd  sabda 
■ - - bMdyante  rtipatcfr.  -&arilpatab  arthataica. 
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phrase  is  not  acceptable.  As  Srividyacakravartin,  a commentator  on 
the  Kavyaprakaia  exposes,  Mammata  accepts  this  in  case  of  words 
of  the  same  pronunciation  but  orthographically  different,^  . The 
Alankarasarvasva , though  agrees  with  Induraja’s  explanation,  yet, 
opines  that  as  regards  abhinnapadailem  the  grammatical  inference 
is  not  necessary  and  it  substitutes  here  the  image  of  ekavrntagata- 
phaladvayanydya 57  for  the  dictum  arthabhedat  iabdabhedah;  and 
it  is  reasonable  because  here  the  process  of  suggestion  of  two 
meanings  is  a poetic  one.  Candrikd ,58  a commentary  on  the  Rasa - 
gangddhara  while  explaining  the  summarizing  function  of  all  such 
Views  made  by  Jagannatha  remarks  that  it  is  hardly  reasonable  to 
talk  of  two  words  in  abhahgaile§a  as  per  the  dictum  ydvanti  pravztr 
iinimittani  tavantah  iabdah  as  there  is  no ; orthographical  change 
possible.  The  commentator  gives  an  example:  ivmmtiapi  sa 
harih  pdtu  where  the  word  hardy  remains  unchanged  in  both:  the 
meanings,  'VI90U  and  Siirya.  The  word  bhdsvatkara&_.  given  by 
Udbhata  himself  means  the  rays  of  the  sun  as  well  as  the  shining 
arms  (of  Parvatl)  without  making  any  change  in  the  pronunciatiOnal 
effort. 

-The  word  tacchdyd  employed  by  Udbhata  with  every,  care 
corresponds  to  bhinnapada  of  Dandin  and  to  this  extent  Maihmata 
has  nothing  to  dispute  nor  he  has  any  objection  with  the  theory  that 
Indurfija  propounds,-  words  are  regarded  different  due  to  the  differ- 
ence of  meaning.  It  is  because  in  bhimdpadd&lew  different  words 
are  coalesced  and  pronounced  alike  in  different  expressions  as  seen 
in  the  phrase  naksatrapatha . We  shall  take  another  example  from 


56  Arthabhedena  tabdabheda  iti  tfarforte-KavyaprakSSa  vrtti  to  IX.  84 

& ..eka  eva  tab  do  nan&rthapratipddane  prabhavatiti  kathafc,  vdcyabheddi 
tabdobhedaJ} , . Tadairayat}e  iabdabhedah — Sampradayaprak&sinl. 

57  Yadyapi  arthabhedat  Sabdabheda  iti  darSane  raktacchadatmrfi  ityadavapi 
6abdfi6rito’yam  tath&pyaupapattikatv&t  atra  fiabdabhedasya  pratltch 

ekatavasayannasti  ^abdabhedah ekavroiagataphaladvayanyAyena  ariha- 

dvayasya  6abda31iatatvam-Sarvasva. 

53  Sanskrit  commentary  by  Ft.  £ri  MadauaiuuUitua  Jli&.  . 

59  In  Svayath  ca  pallavdtdmabhdsvatkarwirdjini  I - 

Prabhdtasandhyevdsydpaphalalubdhehitaprodd  il  • 

— (kum.)  15 
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the  verse  of  Udbhata,  asvapaphalalubdhehitaprada ™ which,  if 
resolved  as  a+su+apa+phalalubdhe  ihitaprada  means  (Parvatl  is) 
a bestower  of  desired  objects  which  are  not  easily  available  to  one 
who  longs  for  them  and,  if  resovled  as  svapasya  pkale  na  lubdhdh 
ye.  tesu  hitapradd  means  (the  Dawn  is)  a bestower  of  benefits  to 
those  who  are  not  mad  after  sleep.  Hereafter,  controversy  arises 
between  Udbhata  and  Mammata  in  stating  the  manner  of  the  words- 
splitting.  In  such  cases  of  different  expressions,  Udbhata  states, 
the  function  of  words-splitting  occurs  through  some  changes  in 
accents,  efforts  and  such  other  attributes61.  Bhattenduraja  in  his 
Laghuvrtti  explains  the  accentual  functions  in  detail  in  all  the  three 
stanzas  given  to  illustrate  pun  by  Udbhata.  Scholars  like  Kuntaka 
have  followed  him  here  without  any  discussion  whatsoever.62  But 
Mammata  refutes  the  statement  and  the  explanation  on  the  very 
face  by  quoting  a contradictory  dictum  kdvyamdrge  svaro  na 
ganyate.  It  suffices  him  to  say  that  the  words  are  coalesced63  and 
pronounced  simultaneously.  However  the  Alankdrasarvasva  t up- 
holds the  view  of  Bhattodbhata64.  But  in  the  point  of  fact  what 
Mammata  views  is  absolutely  reasonable  and  ipso  facto,  the  later 
scholars  like  VifSvanatha  do  not  mention  this  aspect  in  their  theory 
of  pun  nevertheless  they  discuss  while  dealing  with  what  their  pre- 
decessors said  just  as  iha  keciddhuh. . . .yatroddttadi  svarabheddt 
- bhirmaprayatnoccdryatvena . . . .65  and  so  on. 


60  Ibid. 

61  Svaritadigugairbhinnairbandhah  61ie*amihocyatc  || 

— Kavy&lankarasaiasapgraha,  IV.  9 

62  Sa  eva  s vatddicUiarmaruimiidd ttddlnu  manya t md  bhidyate. 

— VakrokttiSviata,  III.  44  vrtti  (Dr.  K.  Krishnamooithy  edn.  Karnataka 

Uni.  1977) 

63  ..yat  yugapat  ucc&ranena  Slieyanti  bhinnam  svarupam  hnuvate.. 

— KavyaprakSSa,  IX.  84  vrtti. 

64  Tatrodattadi  svarabhedat  prayatnabhedat  ca  Sabdanyatve  6abda61e§ah. 

. — Sarvasva. 

65  Lokaaatha6arma  in  his  commentary  on  Sdhitycularpaaa  proves  Viivanfitha’s 
unwillingness  in  accepting  svaritadibheda’. 

Qhinnau  vijdilyau  b&hydbhyantaraprayatnena  bhinnau ekaprayatnoccaratie 

ekavtdhasvarasyaiva  sarhbhavdt.  .ndvaiyakamiti  bhdvoh . . -Lak^ml  Vy&khya. 
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bhava,  avayava , tatva  and  virodhabhasa 74  A comparative  study 
between  the  Kavyadarfo  and  the  Kavyalankara,  in  this  respect, 
proves  that  Rudrata  has  only  systematically  compiled  the  scattered 
varieties  of  pun  found  in  the  former  work  treated  in  different  con- 
texts, i.e.,  while  mentioning  abhmnapada£le§a9  Me?amulavirodha9 
zle§d viddharth&ntaranyasa  and  so  on. 

Both,  Udbhata  and  Rudrata  are  one  to  view  that  pun  produces 
an  impression  of  any  other  alankdra , may  be  simile,  metaphor  or 
any  other  figure  of  speech  pertaining  to  sense.  Therefore,  pun, 
verbal  aa  well  as  semantic,  is  an  arthalankara  to  both  these  thinkers.75 

The  Dhvanikara  does  not  talk  on  this  aspect  of  6le$a  though 
he  deals  with  the  scope  of  pun  in  detail  because  he  concentartes 
himself  mainly  in  distinguishing  pun  and  suggestive  sense.76  But 
from  his  rival  scholar,  Mahimabhatta  we  can  assertain  that  he  thinks 
only  of  the  two  kinds  of  experience  of  pun,77  viz.,  Aabdaslesa 
and  orthwttew.  The  founder  of  the  Vakrokti-theory  mentions 
pun  under  wkyavakratd™  He  approves  what  Udbhata  meant  and 
adds  one  more  kind  to  the  two  kinds  of  pun  already  established  and 
calls  it  ubhayaSlefa 70 

Mammata,  the  unparalleled  popular  poetic  thinker80  readily 
accepts  the  terms  6abdaMe§a  and  artha&lesa\  but,  at  the  same  time  he 


74  Vide  ibid.  2. 

75  For  detail  see  chapter  III  further. 

76  Nana  iabdaiaktya  yatrarth&ntaraM  prakettate  sa  yadi  dhvaneh  prakamh 
ucyate  tadiddnhh  &le$asya  vtyaya  evdpchrtaJi  sydt,  mpahfta  itydhct .... 

— Dhvaa.  II.  21  (introducing) 

77  Sa  c&yaih  dvividhah  slesjab  $abdarthavi$ayatay&  ucyate. 

— Yyaktiviveka,  U.  82-84  (Introducing) 

78  Tadekasabdavacyatvamarthayordharyate  dvayoh ; Ske&bhidh&no’lailkarab 
tadrgvecakav&cy  at& . 

— Vakroktijlvtta,  III.  44  (Dr.  Krishnamoorthy's  edn.  K.U.D.  1977) 

79  Yah  Arutis&marthyat  sa  iva  anubhuyate  asau  tadfgucyat’e.  Punab  sa  eva 
svaradidharmanam — anyatvad  bhidyate — Yatraikasmin  kvacidvaky  ai- 
kadete,  tadekaSabdavacyatvam  dvayob . , Atab  tribhil;..  artha61e$a/r, 

• 6abdaj§!e$ab,  ubhayaSle^a  iti.  —Ibid,  vrtti. 

80  Vide  the  Foreword  by  G.  S.  Mahajani  to  Dr.  R.  C.  Dwivedi's  "The Poetic 
tight”'. 
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finds  fault  with  the  concept  of  ariha&Uaa  as  propounded  by  Bhatto-  . 
dbhata  and  as  approved  by  Rudrata  as  well.  He  states  the  adequate 
nature  of  6abda6le§a  logically.  He  modifies  the  arthaile$a  of 
Udbhata  and  calls  it  abhangadlefcP1 : further,  he  includes  it  in  the 
list  of  labdaile$a  of  Rudrata,  as  the  ninth  variety.32  In  the  stanza, 

“ Yo'sakrt  paragotranam  pak$acchedak?anakramah ; 

Satakotidaram  bibhfai  vibudhendrah  sa  rajate 

given  by  him  to  illustrate  this  point,  both  the  king  and  Lord  India 
are  praised  by  paronomastic  words  gotra,  pak$a , SataJcotf  and 
vibudhendra  which  arc  not  split  but  mean  race  as  well  as  mountain, 
party  as  well  as  wing,  hundreds  of  crores  as  well  as  thunderbolt  and 
foremost  of  the  learned  men  as  well  as  Lord  Indra  respectively. 
He  accepts  Rudrata’s  eight  reasonable  divisions  of  iabdaSIe$a  and 
calls  sabhanga$te?d&:  Both  these  ahhangatiesa  and  sabhaiiga&le$a 
are  the  two  categories  of  6abda&le§a  to  Mammata34  and,  as  he  thinks, 
they  constitute  only  tabdalankara.  He  takes  a clue  from  Udbhata 
and  Rudrata  themselves  who  included  even  3abda£le?a,  of  tfieir 
own  concept  to  the  list  of  arthalankSrasW  and  refers  to  Rudrata’s 
defensive  way  of  giving  an  analogy  of  uparrid  and  samuccaya  to 
prove  4lesa  as  solely  arthalankara  and  attacks  them  by  asking  why, 
if  the  case  being  so,  they  had  not  brought  anuprasa  and  yamaka 
under  the  perview  of  figures  of  sense36.  Thus,  Mammata  refutes 


81  Svayarh  ca  pallav&t&mrabh&svatkara. ...  iti  abhaAga  61e$ah. 

— K&vyaprak§^a,  IX.  85  vrtti. 

82  -Bhed&bh&vat  prakrty&deh  bhedo’pi  navamo  bhavet  11 

— Kavyaprak&a,  IX.  85 

83  Vide bhinnartl  svarupath  hnuvate  & Prabhaiasandhy e vdsvdpa iti  sab- 

haAgaSle^afi.— Vyltt  to  84th  and  85th  Jcarikas  of  K*vyaprakfi6a.  IX. 

84  . . .dv&vapi  6abdaikasaro&§rayau  iti  dvayorapi  4abda6le§atvamupapannaih. 
Na  tu  adyasya  artha&esatvam. — Ibid. 

85  Sabdailcao'rthaSleta&ceii  dvividho'pyay’arh  arthalank&ramadhye  ga$ito'rjyai- 
rili  kathamayath  Sabddlankdrah  ? «&.  Sabda&leia  iti  cocyate  arthalankdra- 
matfhye  ca  laktyute  Hi  ku'yu/U  nayah'l  -Ibid. 

86  Vide  Rudrata’s  Kavy&Iadkara,  rv.  32  & Arthamukhaprektltvamet&th  6abd&- 
n&miti  cet'/anupra$adtndmapi  tathaiveii  ie'pyarthafankdrdh  kith  nocyantel 

— Kavyapraka&a,  vjtti  to  85 
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to  consider  the  principle  of  the  support  and  the  supported  (axraya- 
draylbkdva).  His  explanatory  reasoning  makes  it  clear  that  either 
a blemish  or  an  excellence  or  a figure  of  speech,  if  appears  in  com- 
presence  of  certain  word  or  words,  as  the  case  may  be,  and  if  it 
is  not  persistent  by  the  use  of  substituting  words  to  those  already 
employed,  it  is  verbal;  e.g.  if  the  words  suryakirana  and  nidra  are 
substituted  <o  the  words  bhaamtkara  and  svapa  the  pun  there  dis- 
appears. If  pun  persists  even  in  absence  of  the  particular  word  or 
words,  as  the  case  may  be,  i.e.  bears  change  of  words  (Sabdapari- 
vrttisahatva),  it  is  called  that  of  sense8?,  In  the  verse  given  by 
Mammata  to  show  artha&Ieza,  siokencnnatimayatL . . . even  if  we 
substitute  the  word  alpena  to  the  word  stokena  pun  persists  still. 
Similarly,  the  word  trijagadratna  found  in  Udbhata’s  verse  certainly 
can  be  substituted  with  words  like  alaukikarainarn  and  the  sense, 
we  find,  no  changed.  But  Udbhata,  as  Indurfija  interpretes,  treats 
this  word  as  equal  to  the  word  bhasvatkara.  Certain  words  in  a 
particular,  context  cannot  be  substituted  with  synonymous  words 
as  seen  in  the  description  of  the  king,  Vibh&kara88.  The  word 
vibhakara  also  means  the  sun  and  the  attributes  if  qualify  both,  it 
is  ariho&tew  to  Maihmata,  which,  according  to  him,  should  be  men- 
tioned in  the  list  of  arthalarikaras.  Thus,  Maihmata  takes  the  prin- 
ciple of  anvaya  and  vyatireka  to  test  whether  a pun  belongs  to  word 
or  to  sense  even  after  accepting  that  a figure  belongs  to  that  in 
which  it  abides8**. 

Next  work  to  deal  with  pun  remarkably  is  the  Alankarasar- 
vasva  wherein  Ruyyaka  and  MankhukcP o uphold  the  notion  of 


87  Do${&unaa!imk&mndth  Sabddrthagatatvena  yo  vibhagah  so'nvayavyatirekd- 
bhydmevavywatffthate.  : . . atratfe?asiu sayi$ayafiyatra  Sabdaparivarfane'pi 
net.  4levatvakha$<ilc{tiiZ.  -Ibid.  . 

88  Vide  explanatory  stanza  No.*  425  in  the  X chapter  of  the  KavyaprakaAa. 

89  Y'o’la&k&ro  yadSAritah  sa  tadalatikSrah  ityapi  kalpanayam  anvaya  vy  at  i- 

• rekau  avaSyalrayilavyau:,. . -Ibid,  141,  vrtti. 

90  The  authorship  of  the  Vrtti  in  Aiankarasarvdsva  is  ascribed  to  Maflkhuka: 
Vide  AlaAkfirasarvasva,  Kasl  Sanskrita  grantham&la,  2 06:  Bhoomikfi  PP. 
6-15,  edited  by  Reva  Prasad  Dwivedi.  Some  other  scholars  opine  that 

. MaAkhuka  had  edited  and  altered  the  vrtti.  -Vide  Dr.  R V.  Rape’s  History 
of  Sanskrit  Poetics  PP,  277-78 
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Mbda&lesa  and  artha&le&a  of  Udbhata  and  accept  Kuntaka’s  one 
more  kind  of  experience  of  pun-  ubhayaMesa,  In  the  verse  given  as 
an  example01,  the  word  raktacckadatvam.  means  of  red  petals  as 
well  as  of  red  garments  and  it  is  not  split;  likewise,  the  word  pu$pe§u 
means  of  flowers  as  well  as  of  ladies  and  the  word  rucm  means 
beauty  as  well  as  interest  but  not  split : whereas,  the  phrase  nalarn 
jalaih  sangatari  means  on  the  stalk  in  the  water  if  not  split;  and  if 
split  as  na+alam  jadaify  sangatam  it  means  not  in  the  company  of 
stupid  persons.  The  Alahk&rasarvasva  points  out  that  the  former 
two  are  the  case  of  arthafle&a  and  the  latter  is  the  case  of  &abda&le?a. 
And,  as  the  two  varieties  are  brought  in  a single  stanza,  it  is  an 
example  of  ubhayaslesd 92  also. 

It  seems  strange  that  the  Aiankarasarvasva  treats  pun  on  the 
line  of  Udbhata’s  idea  not  only  by  mentioning  the  nature  of  words- 
splitting  through  accents,  efforts  etc.  but  also  by  modifying  and 
confirming  Udbhata’s  idea  of  arthadlesa  exclusively  as  arthdlankara 
neglecting  the  ponit  of  objection  that  Maihmata  raised  logically 
in  this  context.  It  holds  abhanga$le§a  pertaining  to  word  also  as 
arthdlankara ; because,  we  find  the  words  puspe$u  and  rucm  which 
stand  for  arthdlankara  to  the  Alahk&rasarvasva,  if  substituted  with 
sumanassu  and  tobhdrn  respectively  loose  their  punning  capacity. 
Somehow,  it  agrees  Mammata’s  treatment  of  Udbhata’s  $abda&le§a 
and  confirms  that  it  is  solely  verbal.  . And  thus,  here,  the  author 
of  the  Aiankarasarvasva  differs  from  Udbhata.  According  to  the 
analogical  process  of  the  Aiank&rasarvasva'.  in  the  case  of  the  words 
raktacchadatvam  and  the  like,  i.e.,  in  abhanga&le§a9  both  the  word 
and  its  meaning  are  meant  to  beautify  the  sense  as  an  ornament 
to  its  bearer  just  as  seen  every  where;  and,  here,  it  prefers  once 


91  Raktacchadatvaifa  vlkacft  vahanto 

mUam  jalaih  sangatam&dadanah  I 

Nlrasya  puspeBu  rucim  samagrarh 

padma  virejuh  4ramana  yathaiva  II 

In  l his  stanza  the  lotuses  and  the  monks  are  described  simultaneously. 

92  ...  . 4(tbdd),t/iQbf<txyagdta<vcita  vartantdrtatvat  trivirfhah 4abcja4lc$ah  yatra 

prdyeya  padctbhango  bhavati. 

Artha$le$astn  yatra  svarfidi  bhedo  nasti.  Sankalanayd  tu  ubhayaAlesah. 
..  Aiankarasarvasva:  vrtti  to  34th  sutra. 
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again,  like  Rudrata,  to  aAraya&rayibhnva- the  principle  of  the  support 
and  the  supported93  rather  than  the  principle  of  anvaya  and 
vyatireka.  However,  there  is  a remarkable  and  even  resaonable 
contribution  of  the  Alahkarasarvasva  to  this  aspect  of  pun  and  that 
is  applying  ekavrn tagataphaladvaycmylya  and  jatuka?thanyaya- 
the  maxims  of  two  fruits  in  a single  stem  and  lacquered  wood  to 
abhakgilesa  and  sabhakgailesa  respectively, 

Jayadeva  gives  three  varieties  of  pun,  viz.,  khandaiksa,  bhan- 
gailesa  and  arthaile?^  where  the  former  two  correspond  with 
iabdailesa  of  his  predecessors.  Just  as  Bhoja  and  VSgbhata9* 
he  too  does  not  go  deep  into  the  process  of  verbal  pun  and  semantic 
pun  as  well. 

ViSvanatha,  at  the  very  outset,  accepts  the  eight  types  of 
&abdaMe?a  as  propounded  by  Rudrata  and  as  accepted  by  Mammata, 
Unlike  the  KfivyaprakaSa  his  Sahityadarpana  does  not  mention 
abhanga$le$a  as  the  ninth  type  of  idbda&lesa  but  follows  the  Alas- 
ka, rasarvasva,  of  course  in  different  sense  altogether,  and  speaks 
of  verbal  pun  falling  under  three  categories,  viz,,  sabhahga,  abhanga 
and  ubhayZlankarcfi6.  Vidvan&tha  rummages  the  views  of  both, 
that  of  Udbhata-school  and  that  of  Mammata  as  regards  conferring 
pun  either  to  word  or  to  sense  and  prefers  to  follow  the  latter  by 
accepting  the  principle  of  tabdaparivniisaham  only  as  a means  to 
decide  whether  a pun  is  verbal  or  semantic  anb  he  denies  the  prin- 


93  AJankaiyiUankarajjabhSvasya  lokavadaaray&arayibh&venopapatteb & 

purvatra  anvayavyatirekabhysm  Sabdahetukatva'.  SabdMafilcarainiti  cei, 
na  a6raya6rayibhaven&laikaratvasya  lokavad  vyavasthita&t.  -IbW. 

94  Vide  Candraloka:  V Mayukha:  from  63rd  onwords. 

95  Bboja  simply  mentions,  of  course,  with  due  examples,  six  varieties  Of  pun 
including  abMnnapada  and  bhimapada.  The  remaining  ones  arc  abhima- 
krtyS,  bhinnaknyd,  abhinnakaraka  and  bhirmakSraka.  —Vide  Spig&rapra- 
kaAa,  X chapter.  &.  Vagbhita  speaks  of  ■mtpcuuutew'  an>l'btomapaibikt« 
where  the  formor  corresponds  to  abhinnnpadaitesa : —Vide  V&gbhat&lafi- 
k&ra  IV.  127-129. 

% Vaivapratyayaliftganatft  prakrtyoh  padayorapi;  Slc^vibbaktivacana- 
bh5aSnSraa%tadho  ca  sab;  Punastridha  5abhahgo’thabhahgastadtibhay&- 
tmakah.  -Sahityadarpana,  X.  11-12. 
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ciplc  Of  the  support  end  the  supported  as  it  leads  to  the  fai^yofun^ 
warrantable  pervasive  nature  (ativyapti)  by  including  even  aUitera- 
non  and  the  Eke  among  the  arthalankaras  because  they  also  concern 
meaning  through  their  capacity  of  stimulating  the  minded  seme*. 

We  find  Appayya  Dixita,  another  extremist,  criticizing  Mammata 
and  Ruyyaka  as  well,  who  goes  back  to  DWdin  s 
of  pun  -bhtnnapada  and  abfunnapada  by  calling  them  ^W^^ 
and  abkangailesa  and  upholds  Udbhata’s  vtew  that  both  these  are 

arthalankaras  exclusively98. 

Jagannatha  reviews99  all  the  three  views  of  Udbhata,  Mammsta 
and  Ruyyaka  and  agrees  with  Mammata,  He  finds  pun  m two 

categories  - anekadharrmpuraskarena  and  ekahdarmapumskar . 

In  the  first,  many  meanings  arc  expressed  through  a si  g P 
nunciation  and  in  the  second  one  expressed  meaning  is  foun^on- 
S more  than  one  sense.  The  first  category  » •«•*«** 
two  types,  viz.,  sabhanga  and  abhmga- pun  where  words  are  split 
and  pan  where  words  are  not  split  which  correspond  to  the  nine 
types  of  iabdoAlwlankara  of  Mammata  while  the  ^nd  catcgory 
makes  the  third  type  of  pun  which  is  purely  based  on  sense  and 
which  corresponds  to  Maihmata’s  concept  of  pun  permitting 

sense100. 

In  my  opinion,  we  should  act  as  per  the  maxim  of  the  swan  and 
the  milk  and  we  should  take  for  granted  the  concept  of  bkmnapada 

97  Arthamukhapreke itays  carthataakaratve'nupifea^nama^  t^^a.vc- 

narthamukhapiek^itayirthaiaiikaratvaprasangab  ....  ar.haknkiratvam^ 

Sabdapamartane'pi  na  61c§atvakhan£aiia. . • • 

- s 

Satu ft/  alankarasar  vas  vakaraduyaJ*  > 

100  TatrSdyab  sabhahgah  dvi.iyohyabhanga  id  vadand.  Tratiyastu  « 
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and  abhirmapada  of  Daudin,  the  terms  dabdadle$a  and  arihattesa 
of  Udbhata,  the  eight  divisions  of  iabdai!e$a  of  Rudrata  along  with 
its  ninth  division  as  mentioned  by  Mammata,  the  two  maxims, 
viz.,  lac  and  wood  and  two  fruits  in  one  stem  as  proposed  by  the 
Alahkarasarvasva  to  dabharigailesa  and  abhahgaMe#a  respectively 
and  finally,  the  concept  of  6abdadle?a  and  artha&le&a  of  the  Mammata- 
School. 


(9)  THE  OBJECTS  OF  PUN  RELEVANT  AND  IRRELEVANT 

Ruyyaka  finds  no  better  way  than  to  point  out  the  nature  of 
the  expressive  senses  in  a pun  whether  relevant  or  irrelevant,  which 
his  predecessors,  including  Mammata  had  not  conspicuously  dealt 
with.  His  definition  of  pun  Vi$e#yasyapi  sdrhye  dvayorvopdddne 
ah  requires  the  definition  of  samdsokti,  of  his  own  vi4e#a&anam 
sdmyddaprastutasya  gamyatve  samdsoktih  to  convey  us  its  complete 
meaning  including  the  objects  of  pun.  In  satmsokti , owing  to  the 
paronomastic  attributes,  an  irrelevant  object  which  is  unexpressed, 
is  suggested.  Pun  is  the  next  stage  where  two  objects,  relevant  as 
well  as  irrelevant  are  expressed  simultaneously  through  the  pun- 
ning words  even  with  substantives.  The  vrtti,  here,  explains  that 
the  two  objects  under  description  may  be  both  relevant  or  both 
irrelevant  or  relevant  and  irrelevant  as  well101. 

Relevance  and  irrelevance  are  decided  with  reference  to  a 
given  context  that  a reader  finds  to  have  been  defined  suggestively 
by  a writer.  Sensible  poets  never  use  words  that  paronomastically 
(or  suggestively)  convey  thoroughly  irrelevant  meanings;  what  is 
called  irrelevance  in  a .context  is  nothing  but  the  absence  of  direct 
qualitative  reference  to  an  object  of  description;  and  on  almost  all 
occasions  it  serves  the  purpose  of  comparison  of  the  object  mainly 
dealt  with..  When  a reader  happens  to  be  a man  of  powerful 
imagination  and  of  manifold  experience  he  finds  that  nothing  is 
totally  irrelevant  under  all  circumstances. 


101  Tatra  dvayoh  pm  karariikayob  apra karan  i kayo h pm  kamr,  ikaprokarani- 
kayorva  ^ti^apodopanibandhe  slesah.  — Alahkarasarvasva : sutra,  34-vrtti. 
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In  the  verse  yena  dh  vastamanobha  vena1 02  both  Umadhava  and . 
Madhava  are  relevant  under  description  because  the  words  here 
shape  themselves  to  express  the  two  persons  as  well  as  their  attri- 
butes such  as  the  destroyer  of  cupid  etc.  as  regards  Lord  Siva  and; 
the  destroyer  of  the  demon  tiakata  etc.  as  regards  Lord  Visnu. 

In  the  case  of  pun  where  both  irrelevant  objects  are  expressed 
the  words  denoting  the  object  of  comparison  under  description 
drive  themselves  to  denote  another  object  of  comparison  followed 
by  the  paronomastic  nature  of  words  which  express  attributes  pertain 
ning  to  each  of  the  objects  simultaneously.  For  example: 

Nl tanamdkul ibhavan  lubdhairbhvriHlimukhaih  i 

Sacfrde  vanavrddhamvi  kamalanam  tadlksane . II 

In  this  verse  the  objects  under  description,  viz.,  the  eyes  of  the 
lady,  because  of  the  eye-lashes,  appear  like  lotuses  grown  up  in 
water  (vanavrddhSnaih)  which  are  afflicted  by  the  countless  greedy 
bees.  And  the  standard  of  comparison  still  proceeds  further 
through  the  words  vanayrddhanam  kamaldndm  to  mean  that  the  eyes 
of  the  lady  appear  like  those  of  deers  (kamalanam)  grown  up  in 
forest,  which  are  afflicted  by  a number  of  arrows  of  the  hunters; 
and  further,  once  again,  with  the  compound  word  tadik?ane  added 
to  the  word  kamaldndm  the  standard  of  comparison  itself  becomes 
the  object  of  comparison  as  well,  because,  here,  it  means  that  the 
eyes  of  the  deer  are  similar  to  lotuses  followed  by  the  paronomastic 
attributes.  Here,  as  the  vrtti  points  out,105  because  of  the  two 
standards  of  comparison-the  lotuses  and  the  eyes  of  deer  which 
are  expressed  directly,  it  is  a pun  possessing  both  irrelevant  objects 
in  the  given  context. 


102  Yena  dhvastamanobhavena  balijitkdyah  pumstrlkrto  YoScodyrttabhigan- 
gaharavalayo  gang&th  co  yo'dhdrayal  1 

YftsyahMniimnrrhirnhara  hi  stutyarh  ca  mmamor&h  Payatsa  svayaman- 
dhaicakyayakarah  tvdfh  sanado  mddhavah  . 11 

- — Atra  hariharayordvayorapi  pr&karanikatvaih.  — Ibid 

103  Padmamm  mrganaih  coparaSnatyadaprakaratiikatvani.  —Ibid. 
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In  the  verse  svecchopajatavi$ayo'pi\ the  object  under  descrip- 
tion is  a vain-master  and  the  expressive  sense  applying  to  him  is  a 
relevant  one.  He  is  compared  to  Manobhava  (cupid)  who  is  here 
the  irrelevant  one  and  all  the  words  including  Uvaradurvidagdhah 
express  paronomastically  the  attributes  qualifying  him.  Here, 
we  are  to  note  that  the  noun  qualified  (Manobhava)  is  not  parono- 
mastic;  or  else,  it  would  be  the  case  of  Sabda&aktimuladhvani.'tt 

We  may  find  here  Bhamaha  being  justified  by  Ruyyaka  for,  in 
all  of  his  three  types  of  pun,  viz.,  sahokti , upamd  and  hetunirdeSa 
the  two  objects  under  description  are  expressed  in  different  words- 
margadrumah  and  mahdntah , surdj&naJi  and  ghcimkjvath  ( the  king) 
and  tidanvan'te  respectively  where  the  trees  by  the  road-side,  the 
good  kings  and  the  king  respectively  are  relevant  objects  under 
description  who  are  similar  to  great  persons,  clouds  and  the  sea 
respectively  which  are  irrelevant  objects  under  description  in  the 
given  context. 

Next  comes  Vidyadhara  who  accepts  only  the  first  two  categories, 
of  pun  viz.,  prakarariikd  and  aprdkarariika ; and  the  third  one,  he 
holds,  is  not  of  pun  but  of  fobdaiaktim&ladhvmiW , As  an  example 
of  pun  possessing  both  objects  relevant,  he  gives  a stanza108  where 

104  Svecchopajdtavlsayo’pi  na  y&ti  vakturh 
Dekiti  mdrgafyitSataMca  dad&ti  duhkharh  I 
Mohdt  samdkvpati  fivittunapyakdwle 
Kafyaih  manobhava  Mvaradurvldagdhah  II 

-Ibid,  quoted  from  the  Har$acarita— II. 
According  to  Dr,  P.  V.  Kaye  this  stanza  denotes  a third  meaning  also 
applying  to  Lord  Siva.  — Vide  notes  to  the  Har^acarita  edited  by  him: 
Motilal  publication.  But  the  Alankarasarvasva  takes  only  two  meanings 
explained  above:  Uvaranumobhavayoh  prdkararyikdprdkaran ikatvath . 

105  Trtlyasiu  prak&ro  vtfe$anasdriiya  eya  bhavati.  Vi&eayasdmye  tu  anha- 
prakaran&dina  vdcydrthaniyame  arthantwagatadh  vaner  vis  ayah  sydt.  -Ibid 

106  Vide  Bhamaha’s  Kavyalahkara,  III.  18-20 

107  Ayarh  prakaranikayoreva  apc&karanikayoreva  va  abhidheyatveaa  bha- 

vanna  dvaividhyaraatikramati prakrtaprakftagocare  tu  ubhayas&mye 

dhvanih  eva  na  Slesa  ityahuh  — Ekavall,  VIII.  26.  vrtti. 

108  Kandarpodayamairayadbhimlasaib  kdntdrasarhprdpitaih, 

&a& mtstinficaretlh  prahhfitakanakottimgeiksayairbhufitaih  \ 

Rdjan  vlra  nysimha  deva  bhavato  mitraih  samastairapi 

Prdpyante  nanu  citramafrayttgapae  t&stdf*  pardthUtayali . II  -Ibid. 
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the  king  Nr'sixnha’s  friends  and  enemies  as  well,  are  connected  with 
the  context  through  the  euphonic  combination  in  the  phrase  bkavato 
mitraih  which  is  split  as  bhavatak  mitraih  and  bhavatak  amitraih 
as  well,  and  the  remaining  words  express  paionomastically  the  king’s 
liberality  and  bravery  towards  them  respectively.  The  stanza109, 
given  for  pun  possessing  both  the  objects  irrelevant  means  mainly 
the  lustre  of  the  sword,  under  description,  that  conquers  Vibhavasu. 
Pun  plays  on  the  word  vibh&vasu  and  it  expresses  fire  as  well  as  the 
sun  and  the  remaining  words  except  bkavatastejab  express  double- 
entendre referring  to  both  these  irrelevant  objects.  The  phrase 
bhavatdstejah,  stands  common  to  all  the  three  objects  as  it  is. 

Vidyadhara  calls  the  third  category  of  the  AlankSmarvasva, 
viz.,  prdkara n ikdprakaranika  not  as  pun  but  as  suggestive  sense 
based  on  the  verbal  power.  Here,  he  thinks,  the  words  denoting 
the  quahfied-vtfesya  are  similar  to  the  words  denoting  attributes 
in  conveying  double-entendre  and  that  the  context  does  not  require 
at  all.  To  explain,  he  gives  a stanza: 

Hiraiiyaka&ipuksetradanadaditavismayah  I 

Na  kasya  Magharnyo'si  narasimha  jagdtpate  I! 

where  the  word  narasimha  denoting  the  qualified  is  subjected  to  pun 
and  it  means  the  god  Narasiihha  also  who  had  torn  the  heart  of  the 
demon,  HirapyakaApu;  whereas,  the  poet  intends  to  praise  the  king 
-the  best  of  all  men  who  causes  wonder  by  giving  gifts  of  gold,  food 
and  lands.  No  doubt  this  stanza,  as  it  is,  conveys  the  suggestive 
sense  that  Vidyadhara  thinks  of.  But  such  an  instance  is  hot  the 
case  of  prakaran ikdprdkaranika  what  Ruyyaka  meant.  Because 

in  the  stanza  svecchopajdta , quoted  by  him  the  word  manobhava 

expresses  single  meaning  only.  In  my  opinion,  the  same  stanza 
that  Vidyadhara  gives,  if  read  as, 

1 t- 

HiranyakaSipuksetradanadarfitavismayali  I 

Nrsmhasadrtio 'si  tvam  Mdghyah  kasya  na  bhupate  II 


109  Nijakarakalitasv&harh  kuvihaJtewpanZicimahtitihyarh  I 

Harhn&ram&namardana  bhavatastejo  vibh&vasuth  jayati.  I!  — Ibid 
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suits  the  third  category  of  Ruyyaka  and  therefore  the  category 
pmkaranikdprdkaran ika  exists  undoubtedly. 

With  certain  changes  in  the  concept  of  pun  Appayya  Dlxita 
accepts  it  in  all  the  three  categories  of  Ruyyaka  and  Maukhuka 
by  calling  them  varnya,  avaniya  and  ubhaya]  They  are  called 
prakt  tdnek a vi$ayah,  aprakrtanekavisayah  and  prakrtdprakftdne 
kavisayah  respectively.  He  takes  the  phrase  satvadomadhavahm 
to  explain  prakrianekaviwyaUew  and  gives  another  example 

— p u ( anarmran akhyatah 112  where  words  split  as  pUtmdtm- f- 

ranakhyatah . . to  mean  R5ma  on  the  one  hand  and  putemd  + 
mdranakhydtah . . to  mean  Kpifhua  on  the  other.  To  aprakrtdne- 
kavteayadlew  he  gives  an  example  of  the  face  of  a damsel  which  is 
compared  to  a lotus.  The  word  abja  in  the  phrase  abjena  tvanihuk - 
ham  tulyarii  harimhitasaktind  means  also  the  moon  r thus,  it  possesses 
two  irrelevant  objects.  And  to  make  it  clear,  he  quotes  the  verse. 

NitdmmdkuUbtidvam given  in  the  Alahkarasarvasva  itself. 

Further,  he  gives  an  example  of  the  ubhayaile§a.  the  phrase 
uccaradbhdriklldlah  hiiubhe  vahimpatih  which  would  have  been  an 
example  of  tabda&aktim'uladhvoni  to  the  Mammata-school,  is 
given  by  Appayya  Dlxita  to  illustrate  the  prakrtaprakrtailew  where 
the  meaning  pertaining  to  the  wounded  general  is  relevant  under 
description  and  the  meaning  pertaining  to  the  sea-iise  denotes  the 
irrelevant  object.  To  strengthen  this  idea  of  his  ubhayaMeva  he 

quotes  the  verse  AsawdayamarMhoh which  is  mentioned 

by  Dandin  to  explain  abhinnapada^a.  However,  the  examples 
given  by  Appayya  Dlxita  to  illustrate  this  ubhayaifesa  and  his  method 
of  proving  it  is  criticized  by  Jagannatha  Papdita. 

Classification  of  pun  into  these  three  catagories  is  approved 
by  Jagann&tha  Papdita  also.  To  explain  the  first  one  in  all  the 
three  varieties,  viz.,  sabhangailesa,  abhanga&hsa  and  arthaUesa 


110  Nfinirthasam&rayah  Sfeao  varny&varcyobhayaSritah  I 

— Kuvalayananda,  64. 

111  Sarvadomadhavah  p&yfttsa  yo’gartg&madJdharat  II  —Ibid 

112  Tr&tah  kakodaro  yena  drogdhapi  kanipatmanfi.  I 
Patari&maranakhyStah  sa  me'stu  Sarariara  prabhuh  II  ' —Ibid,  vrtti. 
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he  gives  three  stanzas  orderly  where  words  express  two  meanings 
simultaneously  applicable  to  both  the  objects  such  as  the  treasure 

and  the  lotus  in  verse  sambhntyartham  sakalajagato 113  praised 

at  a time.  To  explain  the  second  one  he  gives  a verse, 

Harikarasafigadadhikam  ramani  yapyatularagasamvalitd  I 

Sundari  tdv&nanagre  kamalabhd  vigalitapratibhd  II 

where  the  word  komdlabha  means  the  beauty  of  Laksmi  and  the 
beauty  of  lotus  which  are  irrelevant  because  the  object  under  des- 
cription is  the  face  of  a damsel.  Further,  he  quotes  a stauza1H 
to  show  the  third  category  of  pun,  viz .,prakmprakrto}?}iaydMtaMe8a 
where  the  meaning  through  paronomastic  words  applying  to  Bhisma 
is  of  a relevant  object  under  description  and  the  meaning  denoting 
the  month  of  Magha  is  of  irrelevant  one.  And,  here,  we  can  note 
that  the  word  magha , just  as  the  word  manobhaxa  found  in  Maft- 
khuka’s  quotation,  is  not  subjected  to  double-entendre.  There- 
fore, it  cannot  be  the  case  of  a suggestive  sense  and  it  is  the 
pun  of  the  third  category  only.135 

The  examples  given  by  Appayya  Dixita  for  the  third  category 
of  pun  and  his  endeavour  in  proving  them  relevant  to  the  topic 
concerned  seems  strange  to  scholars  like  Jagannatha  Pandita11*. 
In  the  phrase  uccaradbhurikllalah  ivAubhe . vahlnlpptih  even  the 
compound -word  vahinipatih  which  denotes  the  substantive  under 
description  is  paronomastic.  Appayya  Dixita  points  out  that 
Mammata  and  his  followers  consider  such  a case  as  that  of  &abda?a- 


145  Sambhutyartham  sakalajagato  vienun&bhiprapannara 
Yaan&lam  sa  tribhuvauaguiurvedauatho  virificih  I 
Dhycyara  dbanyolibhiratilaraife  svaprak&aasvarupam 
Padm&khy§ah  tatkimapi  lalitath  vastu  vastu?taye’stu  1 1 -Rasagaftgadhara,  H 

114  Atom  himattf-  pari&rnagatrah  samdpiftlh  phdlg itrMsmig amend  l ■. 
Aiyaniamakdfih?iiakrs#avartrn(i  bhi*mv  mah&tm&jcmh mdghatulyah  II— Ibid 

115  Vtfesmavacakasvafva  $!i$taivarfi  na  v&esyav&cakasya.-  Taih&tve  tu  tabda-. 
Saktintiiladhvaniniccheda  eva  sydt. 

Vitesanama  iraSit&at&ya  mapi  prakrt&prakrtadHamiwmpadane  eva  $le?ah. 

—Ibid. 

116  Vide  Slcsasarah  in  the  Alaska  ramanihdrdi.  pp.  179-181. 
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ktimiiladhvani-sxiggcstivc  sense  through  the  word-power117.  What 
the  poet  intends  here  is  the  praise  of  a genera!  but  not  the  sea. 
Mammata  views  that  where  the  prakarana  or  the  context  restricts 
the  expressive  power  of  words  which,  even  though,  owing  to  their 
paronomastic  nature,  are  capable  of  expressing  an  asambaddhortha 
or  an  irrelevant  idea  there  it  is  the  said  type  of  Dhvani  and  the 
suggestive  sense  is  to  help  avoid  the  incoherence1 1Q.  He  gives  a 
stanza119  where  the  word  kara  means  the  hand  of  a good  king  whom 
the  poet  intends  to  praise;  but,  the  expressive  power  is  not  exhausted 
and  it  denotes  the  trunk  of  an  elephant  of  a good  species  as  well. 
The  context  does  not  require  the  second  meaning;  yet  it  is  conveyed 
and  not  through  indicative  sense  because  the  primary  sense  is  com- 
patible here;  and  therefore,  according  to  Mammata  it  is  suggested 

Appayya  Dlxita  opines  that  Mammata  has  failed  to  understand 
the  Dhvanikara  properly.  According  to  him  inandavardhana 
means  that  in  such  cases  where  an  asavtbaddhdrfha  is  expressed 
owing  to  the  denotative  power  of  words,  it  should  be  taken  as  the 
standard  of  comparison-apa/rotocr;  then  the  relevant  idea  shall  be 
the  object  of  comparision-uptfweya  and  the  resultant  is  the  simile 
suggested,  Which  makes  the  pun  striking.  To  get  further  clarifica- 
tion we  can  see  the  following  stanza  quoted  by  Anandavardhana 
himself: 

Datidnandak  prafimih  samucitasama)fikr$law$taibpayobhih 

Purmkne  viprakirml  diM  dUi  viramatyahni  samhdrabhdjah  I 

Diptdmiordirghadukkhaprabhavabhavabhayodanvaditttaranavah 

Gdvo  vab  pdvanamm  paramaparimittim  pritimutpddayantu  li 


117  Yadatra  prdkrt&prakrtaSle*od&harane  iabdasak  tinmladh  va/iimicchantl 

pmiteafr — KuvalayXnanda,  65.  vrtti 

1 1 8 Anekdrthasya  Sabdasya  vdcakatve  nlyantrite  I 
Saihyog&dywirav&cyarfhodhtkrdvyaprtiraftjanarh  II  — Kfivyaprakfiia,  IK  19. 

J19  Bhadrdlmano  duradhlrohatcmorvtffila- 

Vwteonnateh  krtattKrmkhasah&rahasya  I 

YasySnupaptutagdlch  patavciriinusya 

D&rt&Thbusekasubhagah  satatath  karo’bhut  II 

120  luham  samyog&dibhixarthSntarfibhcdliayaJcatve  nivfirito’pyanekarthasya 
Sahdasya  yat  kvacidarthanfarapratipadanam  tatra  n&bhidha  niyamaoat 
tasyfilx,  na  ta  laksarifi  mukhySrthabadh&dyabhavat,  api  vyafijanarfe  vyarija- 
namevavyaperah  ' —Ibid  vrtti. 
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This  stanza  is  from  the  S&rya&ataka  of  Mayura.  Here  the  •* 
poet  intends  to  describe  the  suit-rays.  The  word  gavah  denoting 
the  substantive  means  cows  also;  and  all  other  words  express  attri- 
butes pertaining  to  both  paronomastically.  As  Appayya  Dlxita 
understands  the  Dhvanik&ra,  the  second  meaning  which  is  restricted 
by  the  context,  becomes  valid  and  striking  if  it  is  taken  as  uparmw 
to  feel  a simile  that  is  suggested1*1.  In  such  a case,  as  he  thinks, 
we  cannot  say  that  the  suggestive  sense  conveys  the  irrelevant  idea 
because  the  expressive  power  of  words  itself  is  competent  for  it 
soon  after  the  intended  meaning  is  grasped *22.  One  can  notice 
that  here  Appayya  Dlxita  is  influenced  by  Mahimabhatta  for  whom 
a word  possesses  no  other  power  except  the  expressive  power1 2*. 
Moreover,  as  he  means  the  Dhvani-theory,  the  expressive  sense 
itself  cannot  be  the  suggestive  sense  as  the  latter  is  more  striking 
than  the  former124  because  the  former  sense  loses  its  primary  sigriifi 
cance  and  stands  to  illuminate125  the  object  intended.  Dixiia 
thinks  that  here  if  Mammata’s  view  is  agreed  upon,  as  Ruyyaka 
and  his  followers  did,  it  is  nothing  but  to  heighten  the  position  of 
the  vacyanha  itself  to  that  of  vyangyartha126.  He  takes  the  verse 


121  E*u  uddharane?n.  Sabda&aktyd  prak&amane  satyaprdkararpke'rthdntarc 

vdkyasya  asath baddhdr thtibh idhdyi tvaih  pr&sdnkpidltf  aprakarG$ika~ 

prdkdrttryikarthayoh  uparrt&nopameyabhdvah  kalpayUavyah  sdmarthyddityar - 
thdh&ipto'yath  6le?ah  na  Sabdopdrudha  iti  vibhlma  eva  tfe&danusv&nopa- 
mavyaAgyasya  dhvanirviwyQh.  — Dhvanyaloka,  IT.  21  vjttj 

122  Cf.;  Yalta  tu  SabdaSakiyd  $dmarthydk*iptam v&cyavyatiriktarh  vyahgya - 

mev&latXkdrdntararh  prak&Satc  sa  dhvanervteayak  — Dhvn.  II.  21.  vj-tti 

and  . . aprakriurthasydpi  Sabdaiaktyd  pratip&dyasydbhidheyaivdvaiyadi- 
bkavena  vyakiyanapek^ands . — Kuvalayananda,  65,  vrtti. 

123  Sabdasya  abhidha  Saktivyatirekeija  6aktyantoraitabhyupagamat.  ; 

— Vyaktiviveka,  t.  lOO  vptti. 

124  Yatra  vdcy&tis&yi  vyaAgyarfi  sa  Sivanik. 

— Citiamimiifcsa,  Pr&rambhaprakarana. 

&.  Cf.  YatrArihah  4abdo  vd  lamarthamupasarjarii  knqsvurthau  I 
Vyahktdh  kdvyavtie?ah  sa  dhvaniriti  suribhih  kathltah  (I  —Dhvn.  I.  13. 

125  Alokarthl  yath&  dipa^ikh&yAm  yatnavaftjanah  I 

Tadupayataya  tarlvariarthe  y&cye  tadadrlah  M — Dhvany&loka,  I.  9. 

126  Na  ca  etavata  tasya  vyangyatvath.  gaktyd  pratipadyamane  sarvathaiva 
vyakiyanapckeatydi . — Kuvalayananda,  65.  vrfft' 

& Cf.  Vastudvaye  ca  iabdakaktyd  pratijxidyam&ne  6leaoh. 

— DhvanySloka,  n.  21.  vrtti 
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As&vudayam&rttdhak . . quoted  by  Dap  dm  for  mutual  justification. 
He  proposes  the  term  gQdkatlesa  on  a par  with  the  term  ak$iptaMe§a 
of  inandavardhana  in  such  cases  where  the  second  meaning  is 
conveyed  after  the  relevant  meaning  is  grasped1^. 

Jagannatha  is  the  ardent  follower  of  Mammata.  . He  is  not 
ready  to  accept  the  idea  of  the  two  stages  of  expressive  sense  where 
relevant  and  irrelevant  substantives  are  denoted  by  the  paronoma- 
stic  verbal  power.  He  argues  that  the  process  of  the  denotation  of 
two  meanings  cither  must  be  a simultaneous  function  as  found  in 
Sarvadomadhavdb . , or  must  be  in  an  order  of  expression  and  sug- 
gestion if  the  irrlevant  is  felt  in  gap128.  Here,  Jagannatha  may  be 
strengthened  with  Kuntaka’s  idea  also  that  the  other  meaning  is 
suggested  through  the  remembrance  of  similar-sounding  words^s. 
To  ridicule  Appayya  Dixita  and  his  proposal  of  gMhaHa$a  he  gives 
an  example  of  a phrase,  as  said  by  a pupil  of  a brahmin,  Jaimini - 
yamalam  dhattc  resamydrmyam  dvijah  where  it  is  nothing  but  nuis- 
ance to  accept  two  meanings  as  expressed  senses.  The  context 
confines  us  to  mean  that  the  brahmin  is  well- versed  in  the  Jaimini- 
school  of  thought;  because  a disciple  cannot  say  that  his  teacher 
keeps  Jaimini’s  filth  on  his  toungue.  Here  this  phrase  suggests  in 
the  second  stage  through  the  word-power  only  that  the  teacher  is 
a versatile  scholar  in  the  mlmarhsd-iastra  just  as  what  we  find  sugges- 
ted in  the  indication  of  the  phrase  Bdnocchidarii  jagatsarvam. 
Thus,  Jagannatha  proves  that  Appayya  Dlxita  is  wrong  in  criticizing 
Mammata  and  he  proclaims  that  it  is  Dixita  himself  who  has  failed^ 
to  understand  the  term  6abdak$iptala%kara  of  the  Dhvanikara. 


127  Paryavasite  prakrt&nhabhidhane  pa&cat  sphuratlti  cet,  kdmath  gudhadle^o 

Mavatu.  — Kuvalayaaaada,  65  vrtti. 

&.  Cf.  foot-note  No.  121  above. 

128  Atiia  niy antra oarh  nanja  prathamam  bodhajauanamatrara  na  tu  cara- 

marmpi , . . . Na.  Prathamam  hi  aprakjtanhabodhasya  ajananameva 
kasya  hetoh?  RoeagaAgadhara,  n. 

129.  Tulya^abdasmrterarthab  tasmadanya^  pratlyate. 

— Vakroktijivita,  III.  47  (Dr.  K.  K.’s  edn.,  K.  U.  D.  1977) 

1 30  See  the  taunt  here:  . . Kathamayu$matd  samarthitak ? . and  . .giidkatlefo'sru 
M t adapt  garbhairaveua  g all  lath,  j£1(j 
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(10)  PUN  AND  TOLYAYOGIT& 

If  a comparison  is  suggested131  between  two  objects,  both  rele- 
vant or  both  irrelevant  owing  to  certain  common  element  it  is 
called  equal  pairing- the  figure  tulyayoglta^ . We  are  to  note  that 
the  words  here  denoting  the  subjects  under  description  are  not 
paronomastic  unlike  what  we  find  in  pun  of  both  these  categories, 
viz,,  prakaranikaAlew  and  aprakaranika£lesam.  But,  however, 
the  words  denoting  the  attributes  may  be  paronomastic. 

For  example: 

Sajja  tap  a traprakardncitdni  samudvahanti  sphutapalalatvafa  1 

V ikasvamwyarkakaraprabha vdddinani  podmdni  ca  vrddhimlyuh  II 

Here  the  words  dimni  and  padmeini  which  denote  the  substantives, 
the  days  and  the  lotuses,  are  not  paronomastic.  But  the  phrase 
sajjatapatrapretharan citdn i is  of  doublc-entendrc.  If  it  is  resolved 

as  sajjatdm  dtapatrdni it  meaans  that  they  are  dressed  with  the 

multitudes  of  the  umbrellas  opened  and  if  resolved  as  sadbhih 
jdtaih  patraprakaraih  ancitdri  it  means  that  they  are  decorated  with 
abundant  good  leaves  as  confined  to  the  days  and  the  lotuses 
respectively.  The  remaining  words  sphutapatalatvctm  etc.  are  not 
paronomastic.  Both  days  and  tire  lotuses  with  their  single  character 
of  expanding  are  relevant  pertaining  to  the  description  of  the 
summer. 

See  an  example  for  paronomastic  words  confining  to  the  attri- 
butes in  aprastuta  type  of  the  figure  eqoual  pairing : 


131  If  a comparison  is  explicitly  conveyed  it  is  upatnd  where  the  object  of  com- 
parison is  prastuta  and  the  standard  of  comparison  is  aprastua.  Cf. 

Yatpr&karay  ikath  tadupeyafh.  . . apr&kara$lkam  /«  tathuvidhamevopam- 

artaih.  — Laghuvptti  commetning  on  upamS. 

132  AupwHyasya  garhyaive  patf&rthagatat/e/iu  prastutSft&mapra&Mdruifti  nl 

samdnadharfmbhisarhbandhe  tulyayoglta.  — Alank&rasarvasva,  sutra  24, 
This  definition  is  clearer  than  that  of  Kavyaprakasa;  Cf.  Niyatandth 
sakrddharmdh  sa  punah  tulyayoglta,  —X.  104. 

133  VS&syagata  slistatvasys  tasyfirii  (tulyayogicSyfim)  abhfivat. 

— Ekava’I,  VIII.  26  vrtti. 
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T vayi  pnkaAasanasame  dfaati  sakalam 

vasundharavafayam  I 

' Vipine  vairivadfrundrfi  var&mtt  vilo-. 

camni  ca  dinani  II 

Here  the  word  varsanti  means  shed  tears  as  pertaining  to  the  eyes 
of  the  wives  of  the  enemies  of  the  king  and  if  it  is  resolved  as  var#a- 
natri  kunami  confined  to  the  Word  dimni  it  means  that  the  days  of 
the  said  ladies  pass  like  years.  Here  both  the  objects,  the  eyes  and 
the  days  of  the  laides,  are  irrelevant  because  thereby  the  poet  is 
praising  a king. 


CHAPTER  III 


THE  PROVINCE  OF  PUN  IN  RELATION  TO  OTHER 

ALANKiRAS 

The  province  of  pun,  as  an  alankara , in  relation  to  other 
alankdras  has  become  a serious  topic  for  discussion  from  Udbhata 
onwards.  Vamana  and  his  predecessors  did  not  bother  for  the  pro- 
vince, scope  and  function  of  pun.  They  satisfied  themselves  in  sim- 
ply defining  and  illustrating  its  nature  with  a few  examples.  Udbhata 
thinks  its  province  for  the  first  time  and  views  that  pun  generates 
an  image  of  some  other  alatifcdra 1 invariably.  He  feels  it  proper 
to  focus  our  attention  at  its  vitality  and  its  predominant  nature 
wherever  it  occur es.  He  illustrates  pun  with  three  examples  where 
it  is  accompanied  with  simile,  metaphor  and  apparent  contradiction 
respectively.  His  welknown  commentator,  Pratiharenduraja  ex- 
plains that  in  the  verse  svayarii  ca  pallawtdmra 2 pun  is  prominent 
and  simile,  as  the  consequent  product  of  pun,  stands  subordinateiy 
because  the  common  attributes  of  the  upamma  and  the  upameya- 
Prabhatasandhyd  and  Par  ax  all  are  denoted  by  the  paronomastic 
words  which  enliven  the  denotative  term  iva..  Here,  the  simile 
fails  to  exist  if  the  words  bhdsvaikara  and  svdpa  are  replaced1 2 3  by 
suryakiraya  and  nidra.  In  the  verse,  biduk&ntamukhl. . the  word 
trijagadratna , as  the  context  demands,  means  that  P&rvatl  is  the 
best  one  in  the  three  worlds  and  it  is  further  implied  that  she  pos- 
sesses the  characters  of  the  best  possible  jewel  also.  The  words, 
here,  paronomastically  denote  the  attributes  pertaining  to  both 
these  subjects;  therefore,  as  Induraja  explains,  pun  produces  an 
image  of  metaphor4.  Likewise,  according  to  him,  in  the  verse 


1 Alahkarantaragatam  ptatibham  janayatpadaih  I 

— Kavyalaakirasarasangraha,  IV.  10 

2 Vide  the  topic  8 A BDAtiLESA  ANDARTHA&LESA  above  in  the  II  chapter 

3 ..iva  ^abdasca  upamanopameyabhivath  dyotayati.  Sabdavyatirekepa 

tu  sSdh&rapo  dharrao’rthadhikarano’tra  na  vidyate.  Tena  neyamupama 
api  tu  s'leghfe  upamapratibhotpattihetuh.  — Laghuvptti. 

4 Yaditvasau  bhagavati  mpakapratibhotpatti  nibandhanena  alwoa  • • • * Ibid. 
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Apdrijdtavartdpi . . the  punning  words  if  replaced  by  avairaj&tavdrta 
tu  etc.  the  virodha  is  lost;  so,  here  too,  the  predominant  figure 
is  pun  which  stands  as  the  cause  of  the  impression  of  the  apparent 
contradiction5. 

Thus,  Induraja  exposes  the  idea  of  Udbhata  that  the  other 
alankaras  which  are  understood  through  the  medium  of  pun  are  to 
assign  their  charm  ultimately  to  pun  only  as  they  owe  their  allegiance 
to  it6.  He  interpretes  that  Udbhata  holds  pun  as  an  invalidator 
of  other  figures,  wherever  it  occurs,  to  maintain  its  existence  for 
it  cannot  come  alone  whereas,  the  other  figures  like  simile  can  mani- 
fest themselves  without  the  touch  of  pun7. 

Rudrata  goes  a step  forward  and  holds  that  pun  generally  comes 
with  some  or  the  other  figure  and  therefore,  it  causes  sankara- 
commixture.  The  only  exception,  he  thinks,  where  pun  is  free  from 
other  figures,  is  with  bkasaslesa,  i.e.,  pun  where  words  are  construed 
differently  in  different  languages8.  His  idea  that  pun  causes  com- 
mixture is  made  crystal  clear  by  his  renowned  commentator  N&mi- 
sadhu9 10.  For  Rudrata  pun  is  not  merely  predominant  where  it 
occures  but  it  has  got  a very  striking  nature  of  gracing  other  figures 
also.  Especially,  simile  and  conjunction  become  unusually  char- 
ming through  pun1<}: 

Vasudkdmah  i iasurujUmlrdgamona  bhavdmdca  var?dsca  I 

Suracitavardhavapusastava  ca  harescopama  ghatate  II 

/ 

Here,  in  the  first  half  of  this  stanza  given  by  Rudrata  himself  a 
king  is  praised  in  a par  with  the  rains  through  paronomastic  words. 

5 . .virodhapratibh&hetob  aparasyapi.  —Ibid. 

6 Alankarantaraflamatra  prat ibh&mat ram  na  tu  padabandha  ityarthah.  -Ibid. 

7 Atah  ancoanavak5aatvfi.t  avavl^ayc  abrtkarautor&nyapodyante  te§»ro 

vi$ayintare  sivako^atvat.  — Ibid. 

$ Bha$asle$avihlnara  spread  prayah  anyamapyalahkarath  l 

— Rudrata’s  KSvyalauka^a,  1Y.  31 

9 &le$asya  aupamyadibhib  saba  sankaro  bhavatityarthah. 

— Com,  to  above  said  phrase. 

10  Dhatte  vaicitryamayam  sutaruraupamasamuccayayoh  il 

— R.’s  Kovyalaakara,  IV.  31 
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The  king  is  th§  protector  of  wealth  and  fame  as  well  ( yasudhama  H-  • 
hita) ; the  rains  are  honoured  by  the  earth  (vasudhaya  mahitab): 
the  king  is  unconquered  even  by  gods  (suraib  ajitab)  and  he  is  free 
from  passion  (tiTragam  manab  yasya  Sah);  the  rains  come  in  the 
form  of  beautiful  water1 1 (susthu  raj Ltam  nlragamanarh  yasu). 
Then  in  the  second  half  of  the  verse  the  king  is  compared  to  Lord 
Hari  through  the  punning  words.  The  king  support  swat  arranged 
with  every  care  (susthu  racitam  ahavam  pusnati  iti)  while  Lord  Hari 
is  in  the  form  of  a boar  covered  by  gods  (suraib  citam  var&havapuh 
yasya  sab).  Rudrata  has  given  this  example  to  show  the  /unction 
of  pun  by  producing  conjunction,  and  simile  between  two  subjects 
which  are  quite  dissimilar  in  nature  and  thereby  he  proves  the  pre- 
dominant position  of  pun  in  relation  to  other  figures.  Ananda- 
vardhana  gives  his  consent^  that  where  two  ideas  are  simultaneously 
communicated  by  the  virtue  of  the  equivocal  words  employed,  i.e., 
either  of  them  if  is  not  suggested  one,  there  it  is  nothing  but  pun 
itselfs:13 

Tasya  vimpi  hdrena  nisargddeva  hdrinau  I • 

Jcmaydmdsaluh  kasya  \ismayam  na  payodharau  II 

Without  even  a single  necklace  the  lady,  here  under  description, 
is  adorned  with  two  necklaces.  How?  The  contradiction  is  only 
apparent  one.  Pun  comes  to  help  and  plays  on  the  word  hdrinau 
to  mean  attractive.  Here,  along  with  the  figure  apparent  contra- 
diction a t yabhicaribhdva  called  vismaya  also  is  expressed.  But 
the  Dhvanikara,  in  the  line  of  Udbhata,  pearly  mentions  that  the 
predominant  figure  is  pun14  only.  In  the  same  way,  he  gives  some 


1 1 Mentioning  more  than  one  cause  to  accomplish  certain  result  which  is 
accomplished  by  a single  cause-is  called  samuccqy&Utnkdra.  Cf.- 
So'yafh  samuec.ayak  syndyatrdneko'rthah  ekasdmdnyah  \ 

• — R.’s  Kavyalahkara,  VIII.  103 

12  Cf.  Revaprasada,  Dwivedi's  remark  found  in  the  Alankarasarvosva  (K.S.S. 
206)  PP.  363-364. 

13  Yatra  sabdasaktya  sakaadalankaraataraiir  vacyam  sat  prat  ibhasate  sa 

sarvah  sleeavi^ayah.  — Dhvany&loka,  II.  21.  vrtti. 

14  Ada  ^pagaravyabhicari  vismayakbyo  bhavah  sak^dvirodh&lankfijasca 
‘ pratibhasala  iti  virodhacchfiyanugruhinal?  eleaasyayara  vi^ayafe.  . —Ibid 
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other  examples  where  pun.  produces  the  impressions  of  figures  like 
vyatireka > Thus,  ho  supports  Udbhata’s  stand. 

Mahimabhatta  echoes  the  same.  He  makes  it  clear  that 
wherever  double-entendre  is  employed  to  imply  some  other  figures 
it  is  only  pun  that  expands  itself  and  the  other  figures  fail  to  invade 
the  province  of  pun.  He  asserts  that  if  a word  is  taken  once  again 
to  mean  even  the  standard,  of  comparison,  there  the  prominent 
figure  shall  be  nothing  but  pun.15  He  criticizes  many  more  poets 
who  bring  other  figures  where  pun  would  have  given  striking  sense 
ail  the  more.  . He  shows  an  example  where  Kalidasa’s  extreme  Ioyc 
for  simile  causes  the  figure  commixture  with  metaphor  which  would 
have  been  a beautiful  pun.  He  cites  the  following  stanza : 

Tadanvctye  & uddhimati  prasu.tah  mddhimattarafi  I 

Dilipa  iti  rajendimndiikswanidhaviva  [I16 

and  explains  that  the  metaphor  as  well  as  simile  spoiled  the  very 
poetic  charm  which  would  have  been  pleasing  if  pun  is  retained17 
by  not  using  the  word  ‘indu’  and  the  denotative  term  of  simile  iva; 
and  so  the  poet  has  committed  a blemish  called  vdcyavaama-nat 
mentioning  what  ought  to  be  mentioned.  Bai?a  is  known  for  the 
use  of  pun.  Even  then,  he  is  not  free  from  the  criticism  of  Mahi- 
mabhatta who  selects  a sentence  from  the  Har^acarita,  Bhairavd- 
edryastu  dumdeva  drptva  rdjanarti  Sadinamiva  jalanidhil}  cacdla  and 
objects  that  the  word  iaiinam  just  repeats  the  sense  which  is  meant 
by  the  punning  word  rdjdnam  itself.19  Thus,  lie  proves  that  sometimes 
pan  is  the  only  figure  to  bring  the  striking  element  in  poetry.  But, 


15  Yatra  hi  yada lank axa prat ibhftnugiifiaaabdoparacitcih  afe^ah  tatratadalan- 

kar aoi  b audhah  t ame v as  le$am ab h i vyaaak t i na  tasya  visayamatikramati. . 
sabdasya  yadotadupamonabhidhayitaya  dvirup&d&nam  sa  ale^asyaiv&bhiv-  * 
yaktib.  — Vyaktiviveka : Vacyavacana,  P.  395  (K.S.S.  121) 

16  Ragftuvarhsa,  L 12 

17  Atra  hi  sle§avi$aye  rupakamasutritam  an&drtyopamanuragina  kavina 

saivopanibaddha.  —Ibid  P.  393. 

18  Atra  hi  rajaaabda  eva  ubha>arthatvat  sa/jmamaheti  s!e?asy&yam  vi§ayo 

yuktab-  —Ibid. 
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he  is  not  mad  after  pun , He  dislikes  to  bring  it  where  certain  other 
figure  would  become  appropriate.  See  the.  following  stanza: 

AlakdlikuldklrnamdraktacchadastmdararU  I 

Am  odikarn  ikdkan  tarh  bhUti  te'bjamivmanarii  II 

Heie,  the  curled  hair  in  the  form  of  bees,  the  charming  reddish 
petal-lips,  the  ear-ring  in  the  form  pf  stalk — all  are  capable  to  hint 
at  the  lotus  even  though  the  word  abja  is  removed.  So,  he  remarks 
that  instead  of  prakarem ikaprd kcranika  type  of  pun  it  would  have 
been  samasokti*9. 

But,  Mammata  differes  altogether  from  hts  predecessors  in 
fixing  the  province  of  pun.  At  first,  he  contradicts  Udbhata  that 
it  is  not  pun  generating  the  image  of  upOntd  in  the  verse 
Svuyuiii  ca  pafta  vatdtnra . .but  it  is  upama  that  gives  an  impression 
of,  and  dominates  over  it;  it  is  not  pun  that  produces  metaphor  in 
the  stanza  Indukdntamukhl . . but,  on  the  contrary,  it  is  metaphor 
that  makes  us  to  feel  the  double-entendre;  and  it  is  not  virodhdbhdsa 
communicated  by  paronomasia  in  the  verse  Apdrijdtamrtdpi . . 
but  it  is  the  apparent  contradiction  itself  that  implies  the  pun20.  He 
refers  the  main  feature  of  simile,  i.e.,  the  common  property  pertai- 
ning either  to  quality  or  to  action  or  to  both  between  two  entities 
and  explains  that  in  the  first  verse  given  by  Udbhata  to  illustrate 
pun  there  is  similar  nature  of  reddishness  of  the  fresh  leaf  in  both, 
i.e.,  in  the  rays  of  the  Dawn  and  in  the  hands  of  P&rvati.  Further, 
he  argues  against  Rudrata's  explanation  that  it  is  just  like  what  we 
find  in  the  phrases  Kamatamiva  mukharh  manojftametat  kacatitardik - 
this  face  charming  like  the  lotus , is  shining  much 21  and  Sakalakalam 
purametajjdtam  samprati  sudh&ihdubmbamiva — this  city , full  of  hum- 
ming voices  has  become  like  the  disc  of  the  moon,  complete  with  all 


19  Atra  hi  abjasamusitavilesa^op&datias&inapthy^iptasy&bjasyopamftna- 
bh&vivagaimh  samasoktereva  visayo  yukto  na  ^le^asya.  —Ibid  F.  391 

20  Na  tfty4Jiiupcul]5piatibliotpattihctul>  alkali  api  tu  olce&pratibhotpattihe- 

turupamS. . . api  tu  *fle*apratibhotpattihetuivirodhab.  — KRvyaprakfi^A  IX. 
,•  85  (first  half)  v?tti 


21  Cf.  with  Kaimlamiva  cdritvadanath  . 


— R.  *s  KitvyfllaAkSra,  VHJ.6, 
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its  digits 22  where  simile  is  the  figure  even  according  to  Rudrata. 
Mammata  expresses  anxiety  that  if  such  a case,  as  found  in  Svayath 
ca  pallavatamra . . , is  denied  of  upem%  then  there  will  be  no  room 
left  for  complete  simile;  because,  here,  the  standard  of  comparison, 
the  object  of  comparison,  the  common  attributes  and  the  denotative 
term  all  are  present23.  As  he  views,  in  the  stanza  Aparijd tavartapi . . 
the  second  meaning  pertaining  to  the  Nandana-garden  etc.  is  only 
hinied  at  and  not  developed-4  because,  here,  the  object  under  des- 
cription is  ParvatL  He  is  not  ready  even  to  give  equal  importance 
to  pun  in  such  cases  for  he  feels  that  it  will  be  the  figure  commixture 
there25.  He  refutes  Induraja  who  defends  Udbhata  by  stating  that 
pun  cannot  be  alone.  According  to  Mammata  pun  can  exist  free 
from  other  figures.  He  gives  the  following  example: 

Deva  tvameva  patalamMmm  tvath  nibandhanam  I 

Tvam  camaramarudbhumirekc  lokatrayutmaknh  If 

Tliis  verse  means  the  praise  of  a king  as  well  as  Lord  Vispu.  The 
king  is  an  able  protector  (pata  alam),  the  centre  of  fulfilling  all 
desires  and  the  enjoy er  of  the  wind  from  the  chowries  whereas 
Lord  Visnu  is  the  Nether-region,  the  centre  of  quarters  and  the 
Land  of  gods  and  the  Maruts  also;  and  both  embody  all  the  three 
worlds.  Here,  according  to  him,  there  is  pun  only  and  not  at  all 
any  other  figure  possible26. 

In  this  way,  Mammata  proves  that  Mesa  does  not  crush  the 
power  of  other  figures;  button  the  contrary,  it  occurs  either  inde- 
pendently or  it  is  implied  by  other  figures  like  simile,  metaphor, 
contradiction  and  so  on  or  it  may  cause  commixture  if  it  is  not 
silenced  '.by  other  figures.  ; 


22  Cf.  with  Mukham&p uninkapufoth  mrgamadatikhitdrdhapatralekhaih  te  I 

Bhdti  lasar sakalakalarh  sphiqaftncchanammdubMbamixa . II 
cited  for  Kalpitopamft.  'f  ' . 14 

23  UpamanopameyasadhfiranadharmopamftpralipadaJcaTi&ih  up&dane  purnfi. 

--Km/y.tpraka4a,  X.  78  vrtt'i 

24  DvifiySrthasya  pratibhfimatrasya  prarohSbhivAr . —Ibid  IX.  8$  vj-tti. 

25  . ..Dvayoryoge  sankara  eva.  —Ibid. 


—Ibid- 
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The  Alankarasatvasva  observes  all  the  views  of  Udbhata  etc. 
and  Mammata  as  well.  Further,  it  holds  that  pun  denoting  both 
objects  relevant  as  seen  in  Sarvadotn&dhavak  pdydt  as  well  as  pun 
denoting  both  objects  irrelevant  as  seen  in  Nitammakidlbhavam , .. 
produces  the  image  of  Equal-pairing-the  figure  tulyayogitd;  and  pun 
denoting  both  relevant  and  irrelevant  objects  as  seen  in  S\ecckopa- 
fitavisayo'pi.  .generates  an  impression  of  dipaka-t he  figure  illumi- 
nator27. It  strengthens  the  idea  of  Udbhata  and  holds  that  if  the 
images  of  other  alankdras,  in  such  cases  of  double-entendre,  are 
not  ignored  pun  will  have  no  scope  at  all;  and  therefore,  here,  as 
Ruyyaka  and  Mahkhuka  think,  the  other  figures  are  deemed  to  be 
considered  subordinate  ones2*.  According  to  them,  the  phrase 
mkalakalam  cited  by  Maihmata,  as  it  expresses  different  meanings 
if  split  as  kalakalaih  sahtiam  and  sakalabhih  kaUxbhih  sahitam  it  is 
an  instance  of  pun  itself  and  the'  simile  is  its  product29.  Thus,  they 
attack  Mammata  taking  a clue  from  himself.  They  explain  that 
in  metaphor  found  in  phrases  like  vidvannidnasahamsa  there  are  three 
stages;  in  the  first  stage  the  swan-hood  is  imposed  on  the  king; 
in  the  second  stage  we  are  conveyed  of  the  swans  in  the  M&nasa 
lake:  and  in.  the  third  stage  the  superimposed  metaphorical  expres- 
sion invalidates  the  pun  and  the  meaning  of  the  word  mdnasa  is 
confined  to  the  mind  of  the  learned  only : so,  it  is  called  rupaka.  And 
they  think,  in  the  verse  Indukdntamitkhl . . the  third  stage  is  not  direc- 
tly meant.  They  continue  that  in  samdsokti,  the  punning  aspect  is 
considered  subordinated  because  there  is  no  double-entendre  with 
the  word  denoting  the  substantive.  Where  there  is  virodhabhdsa 
owing  to  the  paronomastic  words  The  Alahklmarvasva  views  in 
favour  of  Udbhata  alone  and  asserts  that  pun  is  the  predominant 
figure  as  it  is  responsible  for  the  apparent  contradiction. 

. • ViSvaniltha  deals  with  this  topic  byholding  the  line  of  Mammata. 
He  holds  that  there  is  no  question  of  invalidating  the  punning  aspect 

27  PrastutfiprastntanArh  tu  dipakaifa.  -Alanksrasarvasva. 

-Sutra,  25.  cf.  Sakrdvrttistu  dharmasya  prakrtdprakftntmeinath  I 
Saiva  kriyasU  bahvteit  kdrakasyetl  dlpakatU  II  — Kuvyaprakasa,  X.  103. 

28  Ta*pr$te  Cfilankarftntar5p&rh  mihanamiti  nastt  vivikto’sya  vi§ayab-  Ata 
eva  alank*&ntar&n6m  bidhitatvfit  .pratibhrmanifttreria  avasth&nam. 

— Alankftrasarvasva.  sutra,  34.  vrtti. 

29  Evam  ca  sakalakafaxfe . . upamfiprat ibhotpattihctuh  staaa  eva  avascyah— Ibid 
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in  rUpaka,  samdsokti,  tulyayogitd  etc.  because  in  all  these  figures 
it  is  lethargic.  He  mentions  even  aprastutapra&aths&  where  some- 
thing relevant  is  hinted  at  through  the  description  of  some  thing 
irrelevant.  Sometimes  this  figure,  Indirect  Eulogy,  is  seen  with  pun 
playing  its  part  on  the  words  denoting  attributes  only  as  found  in 
samdsokti  or  on  the  words  denoting  substantives  also  as  found  in 
iiesalat\k(ira 

Sahakarah  saddmodo  vasan  tairlsamanvitah  I 
Samujvalarucih  irirmn  prabhu to tka tika kulak  || 

In  this  stanza  there  is  no  double-entendre  with  the  substantive 
which  means  the  mango  tree  only.  All  other  words  denote  the 
attributes  of  the  said  tree  on  the  one  hand  and  the  attributes  of  a 
bridegroom  to  a bride  on  the  other. 

Purhstmdapi  prayicalet  yadi  yadyadko'pi 
Ydyudyadi  prcmayane  na  mahmapi  syftt  I 

Abhyuddharet  tadapi  vid vamitldrilyam 
Kendpi  dikprakapta,  puruxottamena  IJ31 

The  word  puru§ottama  means  Lord  Visnu  on  the  one  hand  who  took 
the  form  of  a woman — MohinI  to  silence  the  demons,  the  form  of  a 
tortoise  and  went  to  the  Ncthcr-region  and  the  form  of  a dwarf  to 
beg  Bali  intending  to  rescue  the  world;  and  on  the  other  the  word 
pumottmna  means  some  king  also  who  protected  the  world,  i.e., 
his  kingdom  by  adopting  fair  or  foul  means.  Thus  the  ministers 
convince  their  king  other  way  round  to  retain  his  kingdom  by  hook 
or  by  crook. 

ViSvanatha  gives  another  phrase  Samihitabdldndkakdrc  bhd - 
svanmurtidea  and  explains  that  here  the  irrelevant  idea  pertaining 
to  the  sun  accompanied  with  the  infant-daikness  is  not  developed 
but  is  implied,  so  it  is  not  pun.  He  confirms  that  in  pnn  the  two 
meanings  mast  he  of  equal  status.  Unlike  Ruyyaka  and  Mafikhuka, 


30  Vide  Aprasmtapradarhsd  in  the  S&Miyadarpana. 

31  Cited  from  the  Bhallataiataka. 
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he  considers  the  verses  beginning  with  Vena  dhvastomanobhavena ,• 
Nltdmmakulibhdvam  and  Svecchopajatavl?ayao*pi . . as  the  examples 
of  pure  pun  and  says  that  they  are  neither  associated  with  tulyayo - 
gltd  nor  with  dipaka.  He  is  angry  and,  he  objects  to  say  6le*a 
prevailing  in  the  phrase  sakalakalarh . . and  echoes  Mamraata  once 
again  that  it  means  nothing  but  to  deny  the  purnopamd  itself.  He 
quotes  the  verse  ofRudrata— Sphutamarthdlahkdrau.  .arid  advocates 
his  stand  on  the  point  of  Rudrata  himself  that  even  dabdasarhya,  as 
good  as  similarity  in  qualities  and  actions,  brings  simile.  He  quotes 
the  dictum  prddhanyena  hi  vyapadefa  bhavemti  (-dinominations 
follow  the  main  factors)  and  urges  persistently  to  call  upamd  etc.  in 
sakalakalarh . and  the  like,  vircdhabhdsa  in  Sannihitabdlandhakara. . 
and  so  on  as  main  figures  and  to  place  pun  in  subordination  to  these 
figures52. 

'Jagannatha  Pa^dita  makes  a careful  servey  over  ail  these 
points  whether  pun  is  seen  alone  and  if  not,  whether  it  is  an  invader 
or  subsider  in  relation  to  other  figures  or  whether  it  makes  a com- 
mixture. However,  he  respects  the  Udbhata-school;  because,  while 
explaining  its  stand  he  points  out  that  the  stanza  Deva  tvanteva 
pdtdlath of  Mammata  does  possess  another  figure  called  Meta* 
phor5*  which  makes  out  the  superimposed  sense  in  compound  words 
like  patdfarii.  Moreover,  he  begins  to  illustrate  the  idea  of  this 
school  with  a dictum  yena  niprapte  ya  firabhyate  sa  tasya  badhakah 
(-that  becomes  an  invalidator  of  a phenomenon  which  cannot  exist 
without  that)  and  thereby  makes  it  clear  how  Udbhata  and  his 
followers  thought  of  pun  dispelling  other  figures  when  it  occures. 
He  proceeds  further  with  another  phrase  Nctdtnarh  sarhpadarh 
bibhradrajciyam  sugar  o yathd — -this  king  possesses  a great  treasure 
of  wealth  just  like  the  sea  that  possesses  a treasure  in  the  form  of 
the  rivers . He  says,  if  it  is  said  that  this  phrase  presents  a simile 
with  the  denotative  term  yathd  and  if  tne  denotative  term  is  substi- 
tuted with  klmu  it  will  communicate  an  utprekfa  and  if  substituted 


32  Vide  Satutyadarpana,  X.  12  vrtti. 

33  Rupakasyaivatra  spliutatvat.  Sle^opasthapitapataladyarthasyabhedaropa- 
nuutarena  lokatrayatmakasyadurupapodatvat.— Rasaga^gadhara,  II  under 

ilesab- 
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with  apara  it  means  a metaphor-it  is  all  wrong;  because  it  is  pun 
that  prevails  here  and  the  simile  etc.  are  just  subsumed  under  it: 
if  somebody  says  that  it  is  upanw,  it  becomes  just  as  to  say  that  a 
pearl-oyster,  as  it  is  white,  is  silver34.  . . 

Next  he  explains  how  the  Maramata  school  stressed  on  the 
point  of  the  independent  existence  of  4le$a,  how  it  considers  pun 
assisting  other  figures  and  how  it  thinks  of  pun  forming  sankara 
if  it  is  impossible  to  decide  the  impressions  of  different  figures 
distinctly.  . However,  he  leels  that  in  the  phrases  like  sarvadoma - 
dhavah . . and  padtmkhyam  latkimapi  lalitam  there  is  pun  alone 
owing  to  the  fact  that  the  other  figures  are  not  at  all  developed. 

Thus,  Jagannatha  thinks  that  pun  may  come  unmixed  with 
any  other  figure  and  he  does  not  admit  any  scope  foi  other  alank&ras 
where  there  is  predominance  of  pun.  He  means  that  Siesta  does 
not  snub  other  aiafikaras  and  it  gives  an  impression  of  sankaralan- 
kara  also.  It  seems  absolutely  reasonable  to  agree  with  Jaganna- 
tha’s  impartial  approach. 

The  province  of  pun  is  wide.  Many  other  figures  of  speech, 
which  are  not  mentioned  so  far,  are  graced  with  pun  in  the  course 
of  their  manifestation.  Pun  becomes  a silent  promoter  of  those 
figures  that  are  fully  developed.  Just  to  show  the  function  of  pun 
in  them  a few  figures  are  noted  below.  The  figure  apahtuitl- 
concealmcnt:  - 

Padme  f vannayane  smammi  sat  at  urn  bhdvo  bhavatkuntale 
. . Nile  muhyati  kim  kc  ami  mahitidh  krito'smi  te  vibhratnaih  \ 

Ityutsvapnavaco  ni Sarny  a sarusd  nirbhirtsito  radhayd 

KfmGztQtpcrameva  tadvyapadiSan  krldavitah  pdtu  vah . | |35 

The  word  padme  in  vocative  case  means  goddess  Laksmi  and  in 
accusative  case  it  means  the  standard  of  comparison,  lotuses,  of  the 
eyes  of  Rttdlttt.  Ki»ua  utlcis  in  dream  regarding  his  love  with 


34  Na  hi  avaityena  suktau  rajatatvadi  pratiyamanamapi  vastulo'sii.— Ibid. 

35  Cited  in  the  Kuvalayananda. 
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Lak§ral  and  he  conceals  it  as  soon  as  he  is  awakened  and  objected  . 
by  Rad  ha.  He  proves  that  even  in  his  dream  he  was  enjoying  the 
company  of  Radha  only. 

The  figure  atisayokti- hyperbole : 

Muncati  muncati  kosom  bhajati  ca  bhajati 

prakampamari  vargah  I 

Hammiravira  kkadge  tyajati  tyajati  ca  ksamamfmik  IP6 

Pun  plays  on  the  words  ko$a  and  k&ama  which  mean  the  Case  and 
patience  in  relation  to  the  sword  and  they  mean  the  treasure  and 
earth,  i.e.,  kingdom  in  relation  to  enemies.  It  stops  to  this  extent 
and  the  hyperbole  is  felt  developed  when  the  poet  says  that.no  sooner 
Ilariimlra’s  sword  leaves  the  case  than  the  enemies  leave  their:  treas- 
$ure;.as  the  sword  shakes  so  the  foes  tremble;  and  when  the  sword 
becomes  impatient  the  opponents  run  away  from  the  earth,  (i.e., 
they  die). 

# 

The  figure  parisaukhyti-QKdusion ; 

Snehak$ayah  pradipesu  rut  svantesu  natabhruvaih  II37 

The  women  are  excluded  to  the  effect  of  snehakwya  whereas  the 
lamps  aie  subjected  to  it.  This  figure,  called  exclusion,  is  promoted 
by  the  par  onomastic  word  snehak§aya  which  means  exhaustion  of 
love  on  the  one  hand  and  loss  of  oil  on  the  other. 

The  figure  ^a^g^f'-incongruity: 

Visaih  jaladkaraik  pltath  marckitah  pathikangtinSfi  I I3* 

Here  the  cause  and  the  effect,  i.e.,  drinking  of  poison  and  fainting 
are  seen  in  different  objects.  The  said :figure  rs  possible  owning 
to  the  pun  on. the  word  visam  which  means  water  also. 


36  Ibid. 

37  Ibid. 

38  Ibid. 
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The  figure  /wi/^ra-seal39 : 

Patu  vasavadattayo  mdhaseno'ti  viryavan  I 
Vatsarajastu  namna  sa&aktl  yaugandharayanah  1 1 

The  names  of  the  main  characters  in  the  Pratijmyaugandharayaoa 
are  used  by  the  dramatist  so  as  to  praise  §aninukhasw&min  whose 
abode  is  the  Yugandhara  mountain,  who  is  called  Vatsaraja  and 
Mahasena  also,  who  is  endowed  with  great  power  and  who  is 
honoured  by  Lord  Indra.  Here  pun  is  not  dcvclpped;  it  stays 
in  the  background  bringing  verbal  similarity  in  a seal-like  method 
to  imply  the  main  characters  of  the  plot. 

The  figure  uttara — answer : 

Kvd&rupownar  aloft  he  khelQk  kirn  cularri  vuyufa  II40 

Here,  the  punning  words  which  denote  questions  themselves  convey 
the  answers  as  soon  as  they  are  uttered.  To  the  first  question  who 
the  persons  are  indulging  in  supporting  their  families  the  answer 
points  at  those  who  are  engaged  in  looking  after  the  meadows. 
Next,  there  are  two  questions  as  to  what  there  are  flying  in  the  &ky 
and  what  that  is  unsteady.  Both  are  answered  in  one  word  vayah 
This  word  is  the  plural  form  of  v/-a  bird  and  the  singular  form  of 
vayas — the  age. 

Another  example  of  uttaralahk&ra : 

Kadi  balayantam  na  badhate  & tab. 

To  the  question  as  to  whom,  strong  as  he  may  be  considered,  cold- 
season  won't  afflict  the  -answer  is  kambalavantaiii-  to  one  who  is 
protected  with  a blanket. 

The  figure  ratnavali-nccklacc : 

Catumsyak  patirlak$myah  sarvqjnastvath  mahipate  II41 


39  Sucyartbasucaaarii  mudra  prakrtarthaparaih  padaih. 

40  Ibid,  see  the  Vidagdhamukhamagdanaifa. 

41  Ibid* 


—Ibid. 
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Tt  is  (he  praise  of  a king.  The  poet  superimposes  on  him  the  pheno-  * 
mena  of  Brahman,  Vi^ju  and  MaheSvara  orderly  as  the  jewels 
fastened  in  a necklace.  The  words  are  to  mainly  mean  that  the 
king  is  a wise  speaker,  rich  and  a great  learned. 

The  figure  vakrok  ^'-equivoque : 

Muttia  manarh  dittarti  praptavi  neha  nandt  hardntike  II42 

The  angry  wife,  knowingly,  equivocates  the  words  of  similar  sounds. 
The  husband  asks  her  to  give  up  anger.  He  draws  her  attention 
at  the  morn  approaching  fast.  The  wife  takes  the  help  of  verbal 
pun  and  twists  the  words  as  ma  nandinam  munca  and  says  that  the 
bull  is. with  Hara  but  not  with  her. 

Another  example  where  abhahgaslefa  assists  equivocation: 

A ho  kenedrti  buddhih  ddrunFi  iava  nirmitd  I 
Trigima  6ruyate  buddhih  na  tu  ddrumayx  kvacit  II  43 

Here,  the  words  darund  and  trigund  are  par  onomastic.  Mind, 
that  consists  three  attributes,  viz.,  satva,  rajas  and  tamos  can  be  cruel 
at  times.  The  cruelity  is  emphasized  with  the  other  meaniag 
of  the  words  confining  to  wood  and  ropes. 

The  figure  art  hunt  aranytisa-sonobmzilun: 

Utpadayali  lokasya  pritm  malayamdmtah  I 

Nanu  ddksinyasarnpamah  sarvasya  bhavati  priyah  II44 

The  wind  coming  from  the  Malaya  mountain  pleases  one  and  all. 
The  Malaya  mountain  is  in  the  southern  India.  So,  here,  the  wind 
is  meant  of  the  south.  Pun  plays  on  the  word  dak^inyasampannah 
and  corroborates  the  meaning,  i.e.,  persons  of  courteous  conduct  in 
the  men  born  in  the  southern  port  of  the  country. 


42  Ibid. 

43  Ibid.  &.  it  is  seen  in  the  Kavyaprakaia  etc. 

44  Cited  by  Dart# a 
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::  Endless  is  the  list,  if  continued.  But,  these  examples  are  enough 
to  familiarize  the  province  and  scope  of  Me§cLlaiikara  as  related  to 
other  figures.  No  doubt,  the  entire  figurative  compositions  in  Sanskrit 
may  come  under  the  perview  of  pun  that  no  other  figure  of  speech 
is  capable  of.  The  other  figures  may  occur  independently  also; 
but,  with  pun  they  become  extraordinarily  striking.  Daudin  has 
rightly  recognized  this  fact.  He  divides  all  literary  compositions 
into  two  categories,  viz.,  natural  descriptions  and  figurative  expres- 
sions and  says  that  pun  graces  the  latter  all  the  more : 

&le§ah  sarvasu  pmndti  prayo  xakroktisu  My  am  1 
Bhinnam  dvidha  svabhavoktirvakroktticeti  vanmayani  II45 


45  Kavyadar^a,  II.  363. 


CHAPTER  IV 

THE  ROLE  OF  FUN  IN  CLASSICAL  SANSKRIT 
LITERATURE  WITH  SELECTED  EXAMINES 


Kim  kavesidsya  kdvyerta  kirn  kdndena  dhanwnmta 
Parasya  hrdaye  iagnarii  na  ghurnayati  yacchirah  ||l? 

. * S 

Pun  has  graced  the  above  artistic  statement  that  pointful  <t  great 
poet  and  a good  archer  as  well.  A poet  i s great  whose  M rk  touches 
the  heart  and  shakes  the  head  of  somebody  at  the  afljpe  moment 
just  as  an  arrow  of  a good  archer  shocks  the  head  of  |K  enemy  as 
soon  as  it  enters  into  his  heart. 

: Dor  thy  Stedc  finds  that  pun  plays  an  important  r^B  in  streng- 
thening the  amazing  metaphorical  potentialities  of  SanlHt  language 
and  literature  throughout*.  The  unique  structure  of  fciskrit  lan- 
guage, especially,  the  monopolized  linguistic  combinfljjnal  ^aspect 
has  won  the  admiration  of  scholars  of  both  the  east  *2 the  wests. 
Its  exquisitely  refined  nature,  of  more  than  any  othfl2nguage  of 
the  world  as  remarked  by  the  orientalists  like  Sir  Vrjfcm  Jones, 
particularly,  its  owe  wonderful  waxlike  flexibility  owi ifAi  its  roots 
and  other  factors  like  suffixes  and  prefixes,  makes  ^fcsiblc  any 
kind  of  literary  composition.  And  therefore,  ths  Menomenal 
aspect  of  the  concept  and  scope  of  sle^dlankdra  in  (Hpkrit,  and 
in  the  languages  subsisted  by  Sanskrit  distinguishes  itlj^xcltisiveiy 
from  the  puns  in  other  languages. 

% 

(1)  A BRIEF  NOTE  ON  PUN  IN  ENGj 

Pun,  in  English,  as  explained  in  Webster’s  UniverdBictionary, 
is  the  humorous  use  of  words  that  have  the  same  souflB  spelling, 


1 . Nalacampu,  1.5 

2 'Aidnkdra,  the  role  of,  in  Indian  philosophy*  pubd.  in  D.  R. 
memoration  Volume  (B.O.R.I.)  PP.  131-140. 

3 Vide  ‘Dvyartln  and  Tryartln  Kuvyas  in  Sanskrit  Literature1 
ghavacharya  pubd.  in  K.  B.  Pathak  Commemoration 
PP.  367-381 


trkar  Com- 

(.V.  Vrrara- 
(B.O.R.I.) 
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but  have  different  meanings.  It  means  that  in  English  literature 
pun  is  not  appreciated  on  the  occasions  of  serious  moods  and  of 
delineating  the  sentinents.  English  grammer  also  explains  pun  in 
the  same  tone  with  some  examples  of  witty  sayings  like  life,  becoming 
worth-living,  is  depending  upon  the  Uyct;«  an  ambassador  lies$ 
abroad  for  the  good  of  his  country  and  so  on.  This  may  be  a 
fact  in  some  cases.  But  to  say  that  pun  in  English  is  seen  only  in 
the  witty  contexts,  is  not  true.  However,  we  are  to  note  the  fact 
that  in  English,  like  in  any  other  language  except  Sanskrit,  the 
formations  of  puns  are  less  in  number  because  of  its  limited  number 
of  synonyms,  paradigms,  quibbling  verbs  and  other  factors  such  as 
euphonic  combinations  etc.  as  compared  to  the  Sanskrit  language. 
Even  then,  there  are  certain  occasions  where  the  English  poets  and 
dramatists  use  puns  effectively  and  some  times  profusely  also  making 
the  best  use  of  the  possible  factors. 

For  example,  see  a line  of  George  Herbert  in  his  metaphysical 
poem  The  Collar : My  line  and  life  are  free.  Here,  we  find  an  appre- 
ciable pun  playing  on  the  word  line  which  means  his  poetic  lines  on 
the  one  hand  and  the  way  of  his  life  on  the  other.  We  find  Alexan- 
der Pope  playing  on  the  word  person  to  mean  a parson^  in  a satirical 
poem  while  criticizing  Laurence  Eusden,  a parson  and  one  of  his 
opponent  poets.  We  find  Shakespeare  using  puns  both  in  amusing 
and  serious  contexts.  The  word  lies  in  the  conversation?  of  Des- 
demona  and  Clown  is  a witty  use  of  pun  to  mean  lodging  as  well  as 
telling  a He.  His  effective  pun  based  on  the  pronunciation  of  /, 
ey  and  eye*  is  admired  by  H.  G.  Barker  as  a piece  of  colorature 
singing  sounds  to  us  in  an  Opera  house  today4 5 6 7 8 9.  Verbal  puns  bring- 
ing remarkable  dramatic  ironies  are  seen  throughout  in  Shakespeare’s 


4 Liver  means  (t)  one  who  lives  &.  (ii)  the  largest  gland  in  the  body  which 
secretes  bile. 

5 Lies  means  (t)  stays  <&.  (it)  makes  false  statement. 

6 Is  there  pe(a)rson  much  bemused  in  beer An  Epistle  from  Mr.  Pope  to 

Dr.  Arbuthnot. 

7 Othello,  m-2. 

8 Romeo  and  Juliet,  III-2. 

9 A Companion  to  Shakespeare's  Study  P.  51 
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dramas.  Flavius  and . Manillas  who  are  against  observing  the 
victory  of  Caesar  are  answered  ironically  by  a stupid  citizen  who 
does  rot  know  the  effect  of  his  words.  The  citizen  replies  to 
the  question  of  Marullus  that  he  is  a mender  of  bad  soles K>  and  the 
word  sole  is  taken  by  the  two  officials  for  souls.  The  punning  word 
cloud  and  the  idiom  to  be  In  the  sun  found  in  the  conversation  bet- 
ween Claudius  and  Hamletu  present  a striking  dramatic  irony. 
Kamlct  knows  by  meeting  the  ghost  of  his  father  that  his  father  was 
killed  by  Claudius  himself  with  the  help  of  the  queen,  his  own  mother, 
Gertrude;  and  Claudius. does  not  know  this  fact.  By  the  word 
cloud  he  means  the  pathetic  mood;  but,  Hamlet,  knowingly,  takes 
it  to  mean  a cloudy  weather  and  answers  that  he  is  in  the  sun  with 
un  intention  of  indicating  his  awareness  of  the  fact.  But  Claudius 
takes  it  to  mean  that  Hamlet  thinks  of  the  sunny  weather  only. 

Shakespeare  can  make  puns  to  suggest  series  of  meanings.  For 
instance,  his  Hamlet  cries  out,  How  weary , stale , fiat  and  unpro- 
fitable, seem  to  me  all  the  uses  of  the  world*2  and  by  the  woVd  uses 
he  means  to  point  out  the  customs  on  the  one  hand,  affairs  on  the 
other  and  on  the  third,  the  usages  of  the  world.  In  the  opening 
scenes  of  many  Shakespearean  dramas  puns  are  conspicuously 
seen  and  they  are  usually  effective.  For  example,  the  very  opening 
sentence  of  Macbeth  suggests,  with  punning  words  the  entire  plot 
of  the  drama  and  the  tragic  end  of  the  great  general,  the  hero  of 
the  drama.  The  first  witch  asks  the  two  companions  as  to  when 
they  are  to  meet  again:  In  thunder,  lightening  or  in  rain?  Here,  the 
three  word s-thunder , lightening  and  rain  belong  to  nature  when  the 
world  outside  is  concerned;  but,  when  they  are  taken  forinternal  affa- 
ir!, they  mean  the  mental  states  of  restlessness,  pleasure  and 
lorrow  to  which  Macbeth  comes  across  in  the  plot  ahead.  The 
battle  i s lost  and  won  ere  the  set  of  the  sun ; Macbeth  is  killed  at  last. 

i 

Such  opening  scenes  of  Shakespearean  tragedies  are  highly 
Appreciated  by  Bradley13.  Shakespeare  uses  puns  throughout  his 


|0  Julius  Caesar,  1-1. 

1 1 Humlet,  1-2. 

12  Ibid.  - 

1.1  Shakespearean  Tragedy  pp.  30-35. 
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compositions.  So,  he  is  criticized  severely.  Dr.  Samuel  Johnson 
remarks  that  a pun  to  him  was  as  fascinating  as  a passionate  Cleopa- 
tra and  criticizes  that  a quibble,  poor  and  barren  as  it  is,  gave  him 
such  delight,  that  he  was  content  to  purchase  it,  by  the  sacrifice  of 
reason,  propriety  and  truth14. 

Humour  sometimes,  as  a medium  of  expressing  deep  tragic 
thoughts  and  feelings  is  couched  in  the  language  of  pun,  particularly 
in  Shakespeare.  The  poignancy  of  the  situation  increases  as  a 
result,  as  in  King  Lear . Pun  shines  as  a gem  in  the  serio-comic 
style  of  composition.  The  facet iousness  of  a speaker  in  a serious 
situation  enhances  its  seriousness  by  leaps  and  bounds  through 
pun.  The  punster’s  mastery  of  a situation  is  at  the  basis  of  enhan- 
cing seriousness  in  Shakespeare.  His  non-chalance  adds  gravity 
to  a situation.  This  is  intrinsic  in  pun  because  of  its  centrifugal 
tendency.  Its  personalistic  and  objectivistic  approach  strengthens 
a figurative  remark  and  takes  it  to  perfection.  Shakespere  knows 
this  more  than  any  other  English  poet. 


(2)  PUN  IN  SANSKRIT  DRAMAS 


All  the  available  resources,  so  far,  prove  that  the  classical 
literature  in  Sanskrit  began  its  course  after  the  epics,  the  Raniayapa 
and  the  Mahabh&rata  are  handed  over  to  us  by  the  divine  intuition 
through  the  sages,  Valmiki  and  Vyasa.  The  first  compositions  of 
classical  literature,  actually  found  hitherto,  are  the  dramas  written 
by  Bhasa.  Many  of  the  plays  of  Bhasa  start  with  pun  but  he  is  not 
blamed  for  it.  He  prays  Lord  Narasimha15,  the  god  of  unique 
form,  combined  physique  of  two  species  - man  and  animal,  for  the 
welfare  of  all  of  us  by  destroying  the  demoniac  spirit  terrifically 
and  bestowing  fortunes  pleasingly  at  the  same  moment.  The  figure 
mudra  found  in  the  beginning  of  some  of  his  dramas  is  composed  of 
pun.  For  example,  the  Svapnavasavadatta,  the  best  play  of  Bhasa 


14  Preface  to  Shakespeare  pp.  23,  24. 

1 5 The  first  stanza  of  the  play  Kan^abkdra. 
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as  approved  by  the  early  critics**  begins  with  an  auspicious  stanza, 
as  usual,  which  contains  the  figure  mudrai 

Udayanaverdusavafttavusavadattubcjlau  balasya  tvdm  I 

PadnvivatKrnapumau  msmtakamrau  bkujau  pataih  II 

In  this  stanza  the  first  dramatist*  as  known  hitherto,  employs  the 
names  of  some  of  the  main  characters  of  the  play — -Udayana,  Vasava- 
datta,  Padmavatl  and  Vasanfaka  in  a seal-like  manner  so  as  to  suit 
to  mean  the  attributes  qualifying  to  Balarama’s  arms.  The  compiec- 
tion  of  the  arms  is  of  the  new  moon-rising;  wine  drunk  by  him  has 
made  them  inactive;  they  are  two  lotuses  with  stalks,  and  they  are 
full  like  the  perfect  spring  season.  Patdkasthdnas  or  dramatic 
ironies  are  the  most  striking  elements  in  dramas.  Bh&sa  is  a master 
of  dramatic  iiunics17.  Bharata,  while  mentioning  the  characters 
of  pataktisthana  lays  special  emphasis  on  the  talks  containing  two 
meanings18.  Here,  Vi Svanatha  takes  Bharata  literally19  and  gives 
due  examples  of  double-entendre  for  the  same.  The  element  of 
pun  in  patakas  is  already  found  in  Bhasa.  .For  example,  his  Rama 
utters  by  hearing  a voice  in  the  Pratimanataka  when  his  carrier  as  a 
prince  in  relation  with  the  throne  is  expected  to  start; 

Ndrlndm  purit^dndfh  ca  nirnutryddo  yadd  dhvanih  I 

Suvyaktarn  prabhamnitti  rnule  daivena  tdditarn  II20 

The  phrase  nirmetryddo  dhvdnify  refers -to  the  unrestrained  noise 
made  by  the  men  and  women  of  the  harem  on  the  one  hand  and  the 
misconduct  of  Kaikeyi  on  the  other.  The  word  mula  refers  to 
his  father  and  at  the  same  time  the  very  cause  of  the  function  to  be 
celebrated  on  that  day:  both  arc  struck  by  Fate.  This  dramatic 


16  - Bhasanatakacakre’pi  cchekaih  ktjipte  parrk?ilura  l 

Svapnavasavadattasya  dShako'bhuDna  pavakah  If 

- * - • — R&jaefekhara  in  Suktimukt&vaU, 

17  Sapatakairya^olcbhe  bhaso  devakulairiva  II  — BSna  in  Haisacarita. 

18  Vide. N&tyai^ra,  XXI.  31-35.  • ? ..  :r| *«V  ; 1 • 

19  Sahilyadarpana,  VI.  4549.  ‘ ■ i • = \ 

20  1,11. 
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irony  with  the  help  of  pun  opens  to  us  the  forth-coming  sad  situa- 
tions. 

Bh&sa  plays  on  words  wonderfully.  To  mention  an  instance, 
in  the  third  act  of  the  PratijftayaMgandhar&yana  he  adopts  a techni- 
que of  a full  length  double-meaning-composition  extending  to 
pages  together  to  maintain  a dramatic  secret.  Just  an  example: 

NepathyaviSeftamandttdh  priiimupadatumupasthitak  | 

Rdjagrke  dattamtilyah  kdlavadena  muhurtadurbalQh  II 

The  words  here  express  attributes  pertaining  to  the  sweets  called 
modakas  as  well  as  the  faithful  and  beloved  soldiers  of  Vatsaraja. 
Pun  is  in  the  words  nepathya  and  kalava&a.  The  Modakas  possess 
outer  coycts  of  wheat  and  as  they  arc  prepared  lougbatk  they  arc 
just  feeble:  the  soldiers  are  unusually  dressed  and  they  are  not 
strong  at  present  because  of  the  unfavourable  fate. 

The  word  mjanmha  occurring  in  the  bharatavakyds  of  as  many 
as  eight  dramas21  of  Bhasa  denotes  his  patron-king  as  well  as  the 
best  possible  ruler  succeedingly  for  ever. 

Sudraka,  with  the  help  of  bhdAd$le?a,  brings  a very  brilliant 
dramatic  irony  in  the  Mrcchakatika.  Sakata,  the  villain  of  the 
drama  wants  to  kill  the  heroine,  Vasantasena.  But,  the  vi{a,  Sakara’s 
companion  in  amusement— narmasaciva,  does  not  allow  him 
to  do  that  sinful  deed  and  he  wants  to  protect  her  at  any  cost. 
Sahara  plays  a trick  to  avoid  the  vita  and  pretends  that  he  poses 
like  a murderer  to  win.  her  love.  He  persuades  the  vita  to  go  away 
from  that  place  with  his  own  logic  that  the  courteous  courtezan 
does  not  like  to  love  him  before  others.  The  vita  believes  it  and 
asks  him  to  take  an  oath  that  he  would  treat  her  as  his  ny&sa- a 
deposit.  The  villain  promises  him  with  the  words  — mama 
hat  (he  wlserta  ciUhculu22.  The  Prakrit  word  ntttena  means  to  the 


21  DucavSkya,  Paficaratr&,  Abhi§eka,  B&lacarita,  Yajnaphala,  Aviraoraka:, 
Pratijfi&yaugandharayaga  and  SvapcavSsavadatta. 


22  vrrr.  30-3. 
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vita  nydsena  - a deposit  while,  Sak&ra,  for  himself,  takes  it  for 
ndSena - to  be  killed . The  v//a  believes  him  and  goes  away.  The 
vicked  man  attempts  at  murdering  her  and  the  series  of  mis- 
fortunes befalls  on  the  innocent  hero — Carudarta  as  a result  of  this 
episode. 

KlSidasa  employs  pun  in  all  his  three  dramas  to  create  a number 
of  dramatic  ironies.  The  word  chalitam  found  in  the  very  opening 
sentence  of  the  M&lavik&gnimitra  uttered  by  Bakulavalika  means 
a dance  by  that  name  in  relevance  with  the  queen's  order;  and  in 
relation  with  the  whole  theme  of  the  drama  it  means  the  plot  const- 
ructed already  to  deceive  the  very  queen.  We  see  Kalidasa  com- 
plimenting his  patron  king  when  Citraratha  praises  Pururavas, 

vikramamahimna  vardhate  bhavln— congratulations  to  you  on 

the  eminence  of  your  valour  and  Anutsekah  khalu  vikramdlahkdrah - 
modesty , indeed , is  the  ornament  of  valour2*.  The  poet  chooses 
deliberately  the  word  vikrama  when  there  are  other  words  like 
daurya ; virya>  pamkrama  etc.  to  mean  valour.  This  episode  of 
Citraratha  confirms  the  love  of  Urvasi  in  Pururavas. . The  bee- 
episode  in  the  AbhijnanaSakuntala  is  highly  remarkable  through 
which  Kalidasa  introduces  Duayanta  to  the  life  of  Sakuntala.  The 
heroine  cries  out  for  the  help  from  her  friends,  AnasuyaandPriyam- 
vada — ‘Hald  paritrdyethdm  mdmanena  durvinltena  duetemadhukdrena 
abh ibh uyamdnani 24  with  an  intention  that  they  may  dissipate  the 
bee.  The  word  duslamadh ukara  punningly  means  an  impudent 
bee  and  a libertine  as  well.  The  frineds  mock  at  her  by  advising 
to  call  Dusyanta.  The  hero,  though  knows  the  fact,  makes  use 
of  the  incident  by  introducing  himself,  • 

The  best  among  the  four  stanzas  of  the  fourth  act  of  the 
AbhijftSxta&Lkuntala  which  is  admired  to  be  the  best  of  all  Sanskrit 
literary  compositions  possesses  pun  of  both  sense  and  sound: 

AsmCm  sddhu  vidntya  samyamadhandnuccaih  kulam  cdtmana- 

Stvayyasydhkathamapyabdndhavakrtdm  snehapravrttim  ca  tam\ 

Slrnanyapratipattipurvakctnuyarh  dareati  drkyd  tvayd 

Bhdgydyattamatah  par  am  na  khalu  tadvdeyarh  vadivubandhubhih  [1 


23  Vikrdmorvas'lyaia,  M5-1 

24  f-23-1. 
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The  genius  of  Kalidasa  presents  to  the  world-connoisseurs  an 
Indian  bride’s  father  through  the  message  from  Kanva  to  Du§yanta. 
In  the  phrase  asmdn  sddhu  vicintya  the  word  sddku  primarily  means 
well , but,  further,  it  intones  properly  with  every  care  for  the  super- 
natural power  that  the  sage  possesses.  The  word  saniyamadhonan 
means,  relevantly,  that  the  sages  are  rich  in  self-control  but  not 
monetarily  to  give  dowry.  It  means,  once  again,  that  the  sage  is 
always  calm  and  so  he  is  not  angry  with  the  king.  Then  the  poet 
plays  on  the  word  sdtndnya.  This  word,  as  it  is,  means  that  Sakun- 
tala  should  be  looked  upon  with  common  respect.  But,  if  this 
word  is  split  as  m -j-manyespra l [pa ttipiirvaka m it  means  a command- 
ing sense  that  Sakuntala  should  be  treated  as  a specially  respectable 
one  and  he  should  not  look  upon  her  as  merely  one  of  his  many 
queens, 

* • * 

A marvelous  pataka  is  seen  in  the  VII  act  of  the  Sakuntala. 
Dusyanta’s  heart  finds  the  boy,  Sarvadamana  of  its  own  and  his 
mind  seeks  the  reasons.  He  finds  series  of  supporting  indications; 
and  to  confirm  that  the  boy  is  his  own  offspirng  he  would  like  to 
know  the  name  of  his  mother.  But  his  courteous  nature  does 
not  allow  him  to  ask  her  name.  Here  pun  helps  him  a lot  as  it  did 
in  the  beginning  stage  of  his  love  with  Sakuntala.  An  ascetic 
woman  brings  a clay-pcacock  and  tries  to  attract  the  boy.  The 
word  saundalavannafhtt  in  the  sentence  said  by  her  is  taken  by  the 
boy  for  takiwtaldvdrnam  which  means  the  appearance  of  Sakuntala 
and  therefore,  the  boy  asks  where ’his  mother  is.  But  the  ascetic 
woman  used  the  compound  word  to  mean  4akmtaldvanyam-ihe 
loveliness  of  the  biid.  She  says  in  tune  with  another  ascetic  woman 
that  the  boy  mistook  the  word  for  his  mother’s  name.  Dueyanta’s 
doubt  is  cleared.  Thus  pun  serves  effectively  the  dramatic  purposes. 

The  sHtradhdra  of  the  Mudraraksasa  introduces  the  political 
devices  that  are  mainly  employed  in  the  play  by  Vi&Lkhadatta: 

Gunavatyupdyanilaye  sthitikeioh  sadhike  trivargasya  I 

Madbhavmanitividye  kurydearye  drutamupejii  II26 


25  Sawadamanay  saundallvannam  pekkha,  VII-20-9 

26  1-5 
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This  stanza  mainly  means  the  characters  of  an  ideal  Indian  wife 
who  is  expert  in  house-hold  duties  of  maintaining  the  position  of 
the  house  and  who  assists  her  husband  in  attaining  the  three  objects 
of  life,  dharma , artha  and  kdma.  At  the  same  time,  paronomasti- 
cally,  it  hints  at  the  science  of  polity.  The  word  guna  means  the 
six  characters  of  political  achievemcnts-making  alliance,  starting 
war,  marching  against  the  enemy,  waiting  for  opportunities  or 
giving  positions,  double-dealing  and  talcing  help  from  powerful 
sources.  The  word  updya  denotes,  in  politics,  the  four  means- 
appeasing,  giving  gifts,  breaking  unity  and  giving  punishments. 
The  word  trivarga  means  here  the  three  stages  of  loss,  stability 
and  increase  in  the  things  possessed. 

Vi&Llchadatta  begins  the  II  act  with  pun  only: 

• Jdnanti  tantrayuktim  yathasthitaih  mandalamabhilikhanti  I 
Ye  maniraraksan aparah  te  sctrpdnarodhip&vupacaranti  II 

This  is  a stanza  uttered  by  Viradhagupta,  an  agent  of  lUksasa, 
under  the  disguise  of  a snake-charmer.  Both  serpents  and  kings 
are  approachable  by  the  experts  only.  The  word  tantrayukti 
means  proper  selection  and  application  of  antidotes  as  well  as  the 
administrative  policies  the  word  mandala  means,  an  enchanted 
circle  round  a serpent  and  the  formation  of  a king’s  circle;  the  word 
mantra  means  magic  spell  in  relation  to  a snake  and  political  secret 
as  related  to  a king. 

* 

Throughout  the  play  Vi&khadatta  makes  puns  on  the  words 
denoting  planets.  He  uses  the  words  amdra  to  mean  both  t he  moon 
and  Candragupta,  ketu  to  mean  the  planet  by  that  name  and  Mala- 
yaketu,  kruragraha  to  mean  Rahu  and  the  minister  Raksasa  and 
budha  to  mean  the  planet  by  that  name  and  Ca^akya.  For  an 
example : 

Kruragrakah  sa  ketuh  cm  dr  am  swhpfirnamatidalamiddmm  I 
Abhibhavitamicchati  baldt  rak§atyenam  to  budhayogeih.  ||27 


27  Mudraraksasa,  1-6;  and  see  the  stanzas  IY-9,  19  also. 
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Sri  Harsa’s  Ratnavall  supplies  quotable  instances  for  every 
dramatic  feature.  The  DaSarupaka  and  the  Sahityadarpaoa  have 
made  proper  use  of  them.  In  the  case  of  petakasthdna  also  they 
quote  stanzas  from  the  Ratnavall.  The  fourth  stanza  of  its  II 
act28  is  appreciated  by  the  both  where  a figure  samasohti  with  paro- 
nomastic  attributes  suggests  the  forth-coming  scene  in  which  the 
queen  V&savadatta  gets  angry  with  her  husband  Vatsaraja  as  she 
realises  the  fact  that  he  loves  Sagarika,  her  attendant;  The  words 
employed  to  express  the  adjectives  qualifying  to  the  jasmine-creeper 
beside  the  Madaua-tree  hint  at  a beautiful  damsel  and  that  is  to 
prove  Ratnavall  in  the  guise  of  Sagarika. 

In  the  Nagananda  Sri  Harsa  makes  excellent  use  of  pun  on  a 
number  of  occasions  of  dramatic  irony.  The  jester  presents  Jlmiita- 
vahana  before  Malayavatl  at  a proper  time  when  she  engages 
herself  in  talking  with  the  maid  servant  on  her  dream  in  which  god- 
dess Gourl  blessed  her  with  a boon  of  early  marriage.  The  Vidueaka 
says,  vara  eva  te  e§a  devyd  dattah 20.  Here,  the  word  vara  means  the 
boon  as  well  as  the  bridegroom.  Pun  makes  an  effective  impression 
in  depicting  the  second  stage  of  the  hero’s  life.  He  is  eager  to  get 
a pair  of  red  garments  to  sacrifice  himself  to  rescue  Sankhacuda, 
a snake  by  that  name.  A striking  pataka  forms  itself.  The  hero 
murmurs,  Tat  fco  ndma  abhyupdyak-what  remedy  is  there ? The 
chamberlain,  sent  by  the  mother-in-law  of  the  hero  enters  at  once 
and  says,  I dam  rah  tdm6ukayugalam  . To  denote  red  colour  there 
are  some  other  words  like  lohita.  But,  the  dramatist  selects  the 
word  rakta  to  mean  both  red  and  beloved.  That  is  made  clearer 
in  the  following  stanza: 

Vdsoyugmamidath  raktarh  prdpte  kale  samdgatarn  I 

Karat l mahatlm  pntim  pamrthe  dehamujjhatah  il  51 


25  Udd&motkalikajfc  vipandurarucati*  praiabdhajjiiibhaik  k§an»- 
Dayasaria  ^vasanodgamairaviratairatanvatlttifttmanah  I 
Adyodyanalatamimatfo  samadanarh  gaurlmivanyiirh  dhruvath 
Pasyan  kopavipRialadyutimukhajk  devyah  karisyfitiiyaheiw  II 

29  1-15-9. 

30  TV-20.3,  4. 

31  tV-21.  - • 
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There  is  every  propriety  in  using  the  word  rakia  because  the  cloths 
are  seat  to  wear  as  a token  of  love.  - This  incident  makes  his  love- 
episode,  in  the  first  part  of  his  life,  meaningful. 

Pun  plays  a remarkable  role  in  constructing  the  further  plot. 
Garuda  lifts  the  body  of  Jimutavahana  and  feels  that  it  is  heavy: 

NCtgann/h  raksitd  bhdti  gurure$a  yathd  mama  I 
Tathd  sarp^ian&kankm n xyaktamadyapanesyatiW  32 

The  word  guru,  in  this  context  means  even  a teacher  from  whom 
the  desire  of  devouring  serpents  is  satisfied  and  the  desiieis  removed 
also  once  for  all.  The  word  cQdflmani*2  creates  pathos.  Sahkha- 
efida's  grief  bursts  out  with  the  exclamation  . Jribhuvattaikacdda- 
maiie . . addressing  Jimutavahana  which  the  poor  parents  of  the 
hero  and  Malayavatf  take  to  mean  just  a crest -jewel  at  first.  ; - 

Bhavabhuti  brings  a pataka  soon,  after  the  prelude  in  the 
Malatimadhava  which  suggests  that  the  cherished  object  of  Kaman- 
dak!  is  to  be  fulfilled.  The  Buddhist  female  mendicant  is  worried 
due  to  the  impediment  in  the  marriage  of  Malatl  with  Madhava. 
But  she  finds  good  omen..  Her  left  eye  throbs: 

Vixrnvatdnena  kalyurtarmnuirajnena  cakfusa  ! 

Sphuratd  vamakenapi  daksinyamavalathbitam 34  II 

Here  is  an  apparent  contradiction.  Her  left  eye  throbs  and  she 
thinks  the  right  thing  is  to  take  place.  The  contradiction  is  removed 
by  pun  as  the  word  ddksipya  means  both  of  the  south  and  of  the  good. 

The  peculiar  type  of  Bhavabhutfs  boasting,  criticized  all  along, 
suggests  a superb  pun: 

Yarn  brahmanamiyam  devl  vagvazye vdnuvartat e I 
Uttar  am  rdmacaritarh  tatpramtam  prayoksyate  II 


32  1V-29. 

33  V-8-3,4,  7,  8. 

34  1-8. 
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As  relevant  to  the  topic  concerned  it  means  the  selfglorification 
made  by  the  dramatist  through  the  Sutradhara  of  the  Uttararama- 
carita.  But  the  denotative  power  of  the  words  in  the  stanza  suggests 
the  dramatist’s  nature  of  modesty  before  the  Almighty.  The  word 
devt  vdk  means  the  paravdk  that  rests  in  the  Mdtddhara  and  that  is 
beyond  the  reach  of  organs35.  The  paravdk  follows  the  Parabrah- 
man  and  some  times  it  is  said  the  Brahman  Itself36.  At  His  will  the 
universe  exists.  The  word  tat  supports  this  suggested  idea.  So, 
Bhavabhuti  means  that  he  has  written  this  drama  as  directed  by  the 
Supreme  Power.  And,  thus,  pun  makes  him  free  from  the  allega- 
tion of  boast. 

To  come  to  Bhattanarayana  is  to  approach  the  paradise  of 
pun.  In  the  very  beginning  of  the  Vepisamhara  it  is  the  striking 
pun  that  suggests  the  Mahabharata-war  and  the  result  thereof. 
The  Sutradhara  describes  the  autumn  season: 

Satpaksd  madhuragirah  prasadhitaM  madoddhatarambhah/ 

Nipatanti  dhartarastrah  kala\a$anmedimpi§the  H37 

As  related  to  the  relevant  subject  under  description  swans  are  pic- 
tured in  these  words.  The  proud  swans  of  lovely  wings  and  sweet 
voices  come  down  to  the  earth  sportively  in  the  autumn  by  decora- 
ting the  quarters.  The  word  dhdrtardsfrdh  with  its  denotative 
power  suggests38  the  sons  of  Dhrtar&^tra-Duryodhana  and  others 
along  with  the  help  of  the  remaining  words  which  are  capable 
of  expressing  attributes  confining  to  the  suggested  idea.  The 
Kauravas  are  haughty  and  strong  with  the  mighty  army;  they  talk 
sweet;  and  they  are  of  fulfilled  hopes.  They  start  war  and  Fate 
makes  them  to  fall  on  the  ground.  The  stage-manager  explains 
that  what  he  meant  was  the  first  meaning  only  and  he  wishes  a 
blissful  end  but  with  pun: 


35  $gveda,  I.  164.41,  45.  &.  . .muiadhare  sahasraksaranekakarena. . etc. 
— com.  by  Sayan  a. 

36  Vftgvai  sarfsrat  paramaifa  brahma.  — Brahadaranyakopanishad,  IV-t-2. 

37  1-6. 

38  Vide  Sahityadarpa$a,  X.  12  vptti 
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Nirvanamiradahanak  pradamadarinam 

Nandantu  pwnduianayah  sahamadhavena  1 

Raktaprasddhitabhuvah  ksatavigrahdica 

Svastha  bhavantu  kururajasutuh  sabhrtyah  II39 

What  he  wishes  in  the  first  half  of  the  stanza  that  the  Paudavas  may 
rejoice  in  the  company  of  Krspa  is  plain.  But  how  are  they  to 
rejoice?  Pun  plays  its  impressive  role.  The  word  praiamat 
means  by  appeasing  on  the  one  hand  and  by  destroying  on  the 
other.  Tile  pun  is  supported  by  the  compounds  raktaprasddhita- 
bhuvah and  kpaiavigrahah  which  mean  having  restored  the  earth  to 
the  Pdndavas  with  affection  and  having  put  an  end  to  war  on  the  one 
hand  and  having  decorated  the  earth  with  blood  and  having  their  bodies 
all  wounded  on  the  other  as  applicable  to  the  welfare  and  the  destruc- 
tion of  the  Kauravas  respectively.  This  pun  introduces  to  the  stage 
the  enraged  hero  of  the  drama,  i.e.,  Bhiina  who  takes  the  meaning 
confining  to  the  welfare  of  his  enemies  only. 

Bhattanarayana  certainly  distinguishes  himself  from  all  the 
Sanskrit  dramatists.  His  dramatic  ironies  form  themselves  amaz- 
ingly even  with  the  help  of  the  names  of  the  characters  of  the  play 
with  miraculous  effects.  That  is  why  Vi^vanatha  has  quoted  in- 
stances from  his  drama  profusely.  To  suggest  Bhanumati  the 
forth-coming  calamity  and  to  throw  light  on  the  character  of  Duryo- 
dhana  the  dramatist  brings  a double  meaning  dream-episode  in 
the  II  act.  Here,  the  name  of  Madrl's  son,  Nakula  is  employed. 
A mongoose  of  supershining  form  appears  in  the  dream- of  Bhanu- 
matl  that  kills  hundred  serpents  and  follows  heT  to  a bower  of 
creeper.  The  nakula  approaches  Bhanumati  and  removes  the  gar- 
ment from  her  breasts.  Bhattanarayaoa  uses  the  word  nakula , 
though  there  are  other  words  like  sticivadana,  babhru  etc.  to  denote 
a mongoose  with  two  purposes;  one  to  suggest  her  the  future 
disaster  of  widowhood  and  the  other  to  create  an  occasion  of  doubt 
in  the  mind  of  Duryodhana  to  make  him  a perfect  villain.  Duryo- 
dhana  overhears  a part  of  the  dream  narrated  by  his  wife  and 

doubts  that  she  is  in  love  with  Nakula,  a Pandava.  He  takes  a 
hasty  decision  to  kill  her.  But,  the  end  of  the  narration  of  the 


39  1-7. 
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dream  that  she  was  roused  from  her  sleeps  saves  her.  The  king 
repents.  Thus,  the  dramatist  makes  the  villain  of  the  play  a fickle- 
minded  one. 

i 

Then  comes  the  punning  flag-staff  episode.  The  name  of  the 
hero  of  this  drama  is  taken  here  as  an  adjective  qualifying  the 
whirlwind  which  breaks  the  flag-staff  of  Duryodhana’s  chariot. 
Bhanumatl  is  afraid  of  the  storm  and  the  king,  Duryodhana  con- 
soles her  by  asking  her  to  sit  on  his  thighs  which  are  felt  at  once  as 
if  broken  by  Bhjma  as  an  effect  of  the  report  of  the  hurriedly  entered 
chamberlain: 

King- mamoruyugmam'M- . . my  two  thighs. 

Kancukin- Devay  bhagnam  bhagnam — Is  broken  mylj>rdy  is  broken. 
King-Kena — By  whom  ? 

Kailcukin — Bhimend-by  the  terrible  (by  Bhima). 

King-Kasya — of  whom  ? 

Kancukin-Bhavatah — Yours. 

King- Ah  kirn  pralapasi — Ah,  what  are  you  raving ? 

Both  Bhanumati  and  the  king  object  him  as  talking  deliriously. 
The  chamberlain  asserts  that  he  is  correct  and  says, 

Bhagncih  bhlmena  bhavaio  mctruta  rathaketanam  1 

— by  the  terrible  wind  the  banner  of  your  chariot  is  broken.  The 
episode  ends  with  an  everlasting  effect. 

Many  of  the  later  dramatists  followed  the  precedent  of  bringing 
punning  incidents  in  the  beginning  of  their  plays.  For  example, 
Saktibhadra’s  stitradhdre  talks  to  the  nail: 

Abhiranjanlm  jandndm  solid  yasa dhyd m gurtipadedena  I 
Dhuramudvahdmi  gurvlih,  nr  pa  iva  bhitret  tadibh  irvodhdrh 


40  rr-12-5. 

41  11-23. 

42  Ascaryacwdamani,  1-2. 
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In  relevance  with  the  play  it  is  to  convey  the  great  responsibility 
that  the  dramatist  feels.  He  has  to  follow  the  line  laid  down  by 
the  sage  Bharata  in  delighting  the  audience  with  the  help  of  other 
factors  such  as  musical  concert,  costumes  and  so  on.  This  stanza 
expresses  an  irrelevant  idea  as  related  to  a king  who  is  to  cany  out 
the  big  burden  of  discharging  the  royal  duties  in  the  line  of  the  king 
Bhaiata  and  in  accordance  with  the  instructions  received  by  the 
teacher  who  knows  the  science  of  polity  well.  He  has  to  take  help 
from  his  ministers  and  others  to  appease  his  subjects. 

See  another  example.  Paurnamasl  talks  to  N&ndimukhl  in 
the  Vidagdhamadhava  of  Rupagosvamin : 

Ballavinavalatasu  rairgmam. 

Krmabhrngamadhigatya  maisan  i 

Rfidh  ikapuratupadininimayam 

Netumicchati  punarvanantararkM 


Th»s  stanza  expresses  two  meanings  confining  to  a lotus  and  Radha. 
The  word  vana  means  both  a lake  and  the  Madhuvana.  The  sportive 
black  bee  engages  itself  always  in  new  cowherd-cTeepers : Lord 
Krena  rejoices  with  the  gopikiis.  The  jealous  one  thinks  to  carry 
the  lotus  of  gold  colour  to  another  Madhuvana  to  avoid  Lord 
Krsna. 


(3)  PCN  IN  MAHA  KAVYAS 

* 

The  court  epics  start  their  course  as  early  as  from  the  Paninian 
period.  Papini  himself  had  written  an  epic  poem  titled  Jambavati- 
jayarh  but  not  available  to  us.  Patanjali  mentions  some  titles  which 
also  are  not  found.  The  earliest  grand  epics,  preserved  to  us,  are 
the  Saundarananda  and  the  Buddhacarita  of  Aivaghosa. 


The  opening  canto  of  the  Saundarananda  presents  ug  a pun 
in  the  third  stanza  itself : 

H avi^ii  yaSca  svdtmdrtham  gdmadhitk$advasistha\at  1 
Tapuh  6i§te§u  sisyesu  gamadhuksadvasifthavat  II 


PUN  IN  SANSKRIT  LITERATURE 

Here,  it  appears  like  yamaka  because  the  second  and  the  fourth 
quarters  consist  of  the  same  letters.  But,  we  are  to  note  that  unlike 
m yamaka  here,  the  words  are  split  alike  in  both  the  quarters  as 
gam  adhuksaf  vasisthavat  and  it  is  only  the  word  gem  that  expresses 
different  meanings.  The  remaining  words  are  just  repeated  twice 
Kapilamuni  milched  both  the  cow  and  the  goddess  of  speech  for 
his  oblations  and  for  his  disciples  who  were  doing  penance  respecti- 


A§vaghosa  plays  on  words  on  a number  of  Occasions.  For 
example,  see  him  describing  Kapilavastu: 

Vdsavfksajk  gunavatdrn  dfrayam  daranai$imlm  i 
Anctrtam  krtaidstranam  dlanum  bahu&alir&th  M3 

The  word  guna  means  civilised  in  connection  with  men  and  string 
as  applicable  to  creepers.  Airaya  means  a plate  of  refuge  for  those 
who  seek  protection  and  it  also  means  the  organs  of  sense  which 
are  the  recipients  of  the  Buddhist  principles  as  connected  with  the 
mritas,  the  followers  of  Buddhism.  The  word  anartam  means  a 
stage  of  debate  in  reference  with  the  welversed  persons  in  the 
sastras  and  a theatre  for  those  who  are  welversed  in  dramaturgy 
I he  last  quarter  expresses  that  the  city  is  a fetter  for  elephants  and 
also  a prison  for  the  heroes  (among  the  enemies). 

See  a striking  example  for  virodhabhasa: 


Kamyamud vahat i yo  na  ca  ni?kasdyah  n 44 

To  object  one  who  wears  a red  cloth  for  not  leaving  its  redness  is 

“I™-  hl'  COntradicdon  becomes  just  apparent  when 
the  word  ka-saya  is  taken  to  mean  passion. 

Chronologically,  the  next  poet  is  Kalidasa  who  is  admired 
unanimously  to  be  the  greatest  Sanskrit  poet  who  occupies  an 
equal  rank  with  Valmiki  and  Vyasa.  In  his  epics  too  we  find  pun- 
nmg  proverbial  phrases  also. 


43  Saundarananda,  1-54. 

44  Ibid,  Vri-49. 
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The  religious  codes  prohibit  a king  from  killing  elephants. 
But,  unfortunately,  DaSaratha  aims  an  arrow  at  an  unseen  and 
illusory  elephant  with  his  sound-detecting  knowledge  of  hunting; 
and,  as  a Tesult,  the  lonly  son  of  a sage  is  killed.  Here,  the  poet 
says: 

Apathe  padamarpayanti  hi  trutavanto’pi  rajonimlUtdh « 

Mainly,  it  means  to  us  that  even  the  wel versed  persons  but  blinded  by 
passion  tread  upon  a wrong  path  and  it  also  means  that  the  persons 
though  heard  of  the  way  ahead,  step  on  wrong  path  owing  to  their 
closed  eyes  by  the  dust  fallen.  The  word  rajas  means  sin  also. 
The  effect  of  past  deeds  form  the  cause  of  the  next  deeds  through 
illusion  and  results  in  sufferings.  The  poet  hints  at  this  point  as 
Da6aratlxa  suffers  later  un.  Here  is  another  example  of  pun  pert- 
aining to  sense: 

Na  ratnamanvi$yati  mrgyate  hi  taiM 

* 

Rama  in  the  given  context  means  the  best  of  maidens.  It  means  also 
a jewel  that  does  not  seek  an  owner  but  that  is  sought  for. 

See  a striking  pun  through  semantic  power.  Sita  docs  not 
object  Rama  who  abandons  her  once  for  all.  She  scorns  goddess 
Lak§ml: 


Upasthitam  purvamapasya  lak^miiri 
Van  am  may  a sardkamasi  prapannah  i 

Tadaspadam  prnpya  laytitiro&Lt 
Sodhdsmi  na  tvadbhavane  vasantm47 

Sita  says  in  a poetic  way  that  Rama,  in  the  early  stage  of  his  marriage 
went  to  forest  to  enjoy  the  life  with  her.  Then. he  had  neglected 
the  kingdom.  The  goddess  of  kingdom  returns  the  same  to  Sita 
now  jealously.  On  the  other  hand,  this  idea  suggests  us  the  story  of 


45  Raghuv^msa,  IX.  74 

46  Kumarasambhava,  V.  45. 

47  Raghuvarfasa,  XIV.  63. 
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Through,  simile  assisted  by  pun  Bh&iavi  stresses  on  human 
efforts : 

Abhivarsati  yo'nupHlayan  vidhibijani  vivekavarina  I 
Sa  sada  phaiuialinim  kriyam  iaradam  loka  ivdnuvartate  1150 

Duties  are  the  seeds.  The  nourishing  factor  is  water  in  the  form  of 
correct  judgements.  Then  the  beneficial  results  are  suie.  Autumn 
is  admired.  The  thoughtful  deeds  are  compared  to  this  season. 
Because,  in  this  season  a fanner  gels  his  work  (beginning  with  sowing, 
seeds)  resulted  in  paddy  crops. 

Vy&sa  consoles  Yudhistira  that  Duryodhana’s  success  in  main- 
taining the  kingdom  is  not  ever  lasting  because  he  relies  on  the. 
councils  of  persons  like  Kama: 

Jahatu  nainarh  kathuimrthasiddhih  samiayya  karnadiqu 

tfotette  yak  II51 

* 

There  is  pun  on  the  word  harm  and  it  means  ear  also.  Those  who- 
rely  on  heresay-reports  loose  whatever  they  possess  and  fail  in, 
their  undertakings. 

Bharavi  is  known  for  arthageturava.  Pun  aids  to  confirm  this 
distinctional  remark.  He  describes  the  modes  and  functions  of 
arrows  as  relevant  to  a battle  field.  At  the  same  time  he  describes 
reasonable  plans  as  upetmana  or  irrelevant  topic  with  punning  words  t 

Gataih  pare$dii i a vibhdvantyatdm 
Ni varayadbh  irvi padam  vid&ragaih  I 

Bhrdam  babhuvopacito  bfhatphalaih 
Sarairupayairiva  pardunondanah  II52 

The  ideal  plans  also  are  unguessed  by  the  opponents.  The  plans- 
keep  one  off  from  dangers  and  bring  many  rewards. 


50  Kirat&riunfya,  II.  31. 

51  Ibid,  DI.  14. 

52  Ibid,  XIV.  52. 
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Magha  in  a wise  way  presents  a skilled  speaker,  Uddhaya  who 
talks  on  striking  speech  of  highly  polished  style  but  full  of  solid 
matter  with  all  the  merits.  The  words  employed  paronomastically 
mean  adjectives  qualifying  to  a cloth: 

Mfdlyaslmapi  ghanamanaipagunakalpitrlm.  \ 

Pramrayanti  kuSctla&citram  vac  am.  patlmiva  II5* 

A skilled  weaver  weaves  a doth  of  numerous  threads,  soft  but  firm 
and  that  displays  various  types  of  embroideries. 


The  poet  mainly  deals  with  the  policies  of  state-craft  in  the 

second  canto.  To  make  the  relevant  topic  charming  he  resorts  to 

poetic  figures.  The  idea  of  word-economy  directs  the  poet  to 
have  rccouj.se  tu  pun: 

Tin  trdvapavidd  yogairma>idalanyadhiti$thatti  I 
Sumgrahd  narendrena  phanindrd  iva  datravah  |j54 

A king  must  be  conversent  with  the  home  as  well  as  foreign  affairs. 
He  must  establish  his  suzerainty  over  the  circle  of  kings.  Then 
only  he  can  subdue  his  enemies.  The  words  expressing  attributes 
of  this  relevant  topic  denote  even  the  qualifications  of  a snake- 
charmer  who  is  skilled  in  the  charms  and  drugs  and  who  controls 
the  snakes  with  the  help  of  mystical  diagrams  and  spells. 

See  an  instance  of  Magha’s  description  of  Dvvaraka: 

Yasyamajihmd  mahatimapankcih 
Slmdnamaty&yalayo'tyajaniah  I 
Janairajataskhalanairna jdtu 
Dvayo' pyamucyanta  vimtamdrgah  ||55 

According  to  the  poet  in  DwftraU  the  roads  are  strate,  wide  and 
1 ong  but  stretched  to  the  boundary  mark.  They  are  free  from  mud 

53  &i£upalavadha.  It.  74. 

54  Ibid,  88.  &.  Cf.  Mudraraksasa,  U.  l . 

55  Ibid,  III.  57. 
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and  stumblings  but  full  of  people.  The  same  words  puimingly 
denote  the  relined  courses  of  conduct  which  are  free  from  deceit' 
and  sin  and  which  lead  to  long  and  prosperous  life.  No  man  is 
there  to  violate  their  boundaries. 

Two  equally  opposit  senses,  appeasing  and  scolding  or  frigh- 
tening are  brought  by  Magha  in  single  compositions  strikingly. 
For  an  example: 

Vikaco  tpalaca  rulocanafp  tava  caidyena  ghaiatnupeyusdh  I 

Yadupungava  bandhusauhrdat  tvayi  patd  sasuro  na  vasavah  11*6 

The  messenger  of  SMupaia  addresses  Lord  Kra^a  as  yadupungava 
which  means  the  best  of  the  yadavtts  as  well  as  an  ox  (stupid)  among 
tho  yadavas.  The  word  ghaiam  is  used  to  mean  both  war  and  com- 
promise. The  phrase  ndvasavak  split  as  nave  -\-dsavah  means  new 
wine  and  if  split  as  na-Yvdsava}y  it  means  not  even  Indr  a.  So.  the 
messenger  means  that  in  compromise  the  uncle  tSiSupiila)  drinks 
wine  with  Kr^ria  and  in  war  even  Indra  cannot  protect  him  from 
&$upala. 

The  Naisadhlyacarita  is  called  scholars’  tonic.  Sri  Harsa 
exhibits  all  pedantic  devices  and  naturally,  pun  occupies  a predo- 
minant position.  The  frequent  use  of  puns  are  found  appropriate 
on  a number  of  occasions.  For  an  example,  see  the  description  of 
the  free  state  of  a bird  and  the  free  state  of  a soul  in  a single  stanza : 

* Adhigatya  jagatycdhUvamt  at  ha  muktPtn.  purusottomdttatah  I 

Vacasdmapi  go  car o na  yak  tantanandawavindata  dvijah  II57 

The  words  jagatyadhUvara  and  puru$ottama9  which  mean  a king 
denote  Lord  Visnu  also.  Dvija  means  both  a bird  and  a brahmin. 
The  swan  caught  and  released  by  the  king  hints  at  a brahmin  who 
gets  salvation,  the  blissful  state  beyond  speech  with  the  god’s  grace. 

There  are  certain  scenes  in  the  Nai?adha  where  pun  becomes 


56  lbd,  XVI.  12. 

57  Naisadhlyacarita,  11.  1. 
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an  inevitable  figure.  For  an  example,  see  the  scene  where  Saf  aswati 
introduces  the  four  gods  and  Nala,  when  all  are  but  in  Nala's  form 
to  Damayanti  assisting  her  for  self-selection.  We 'find  both  India 
and  Nala  described  m the  same  compositions.  For  an  example: 

i 

Brumdh  kimasya  varavarnini  vlrascno- 
Dbh-utim . dvi^adbatavijitvarapaurusasya  \ 

S end  carlbha  vadibhdtianadanavd  ri- 
Vasena  yasya janitasurabhi  ranairtb  If 58 

As  regards  Indra  this  stanza  means  that  the  glory  of  his  heroic 
army  is  indescribable.  Lord  Gapapati  and  Vi  mu  are  there  in 
that  army  and  therefore,  the  demons  are  frightened.  As  regards 
ala  It  means  that  he  (s  the  son  of  Virasena  and  the  front  of  his 
splendid  army  is  full  of  fragrance  of  ichor  of  elephants. 

described3  ^ eXampIe  where  holh  Angi  and  Nala  are 


Esa  prat&panidhirudgatim&n  sadd'yem 
Kim.  mma  ndrjitamanma  dhanatijayena  I 

Heniaprabhutamadhigacclici  Suceramusman 
NOstyeva  kasyacana  bhas vararupasam.pat  f|59 

In  relevance  with  Agni  it  means  that  he  is  the  receptacle  of  valour. 
He  moves  upwards.^  He  has  favoured  Arjuna  a lot.  He  purifies 
all  the  gold  and  he  is  more  lustrous  than  any  body  else.  As  con- 
fined to  Nala  the  words  udgatim&n,  dhananjaya,  hemaprabhuta  and 
»uceh  mean  prosperous,  conqueror  of  wealth,  rich  in  gold  and  of  pure 
character.  The  meaning  of  other  words  are  common  to  the 


Sec  a verse  as  an  instance  where 
described: 


both  Yama  and  Nala  are 


58  Ibid,  XIII.  3. 

59  Ibid, 
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Dandam  bibkartyayamaho  jagatastatah  sydt 
Kxtmpdkulasya  sakalasya  na  pmkapdtah ! . 

Svar  vaidyayo  rap  i madavyayaddyinibhih 
Etasya  rugbhiramarah  khalu  kaicidasti  U60 

tea  holds  a rod  to  punish  the  sinners;  therefore,  all  are  frightened 
and  no  body  commits  sin.  His  diseases  dissipate  the  haughtiness 
of  the  Agvins,  the  havenly  twin-physicians  because  no  body  can  cure 
them.  As  regards  Nala,  the  same  words  mean  that  he  punishes 
the  wicked  persons.  So  there  is  no  body  to  commit  sin  in  his  king- 
dom. His  handsome  personality  dissipates  the  pride  of  the  Aavins 
and  there  is  no  god  equal  to  him  in  luster. 

See  a stanza  as  an  instance  where  both  Vanina  and  Nala  are 
described : 

Yd  sarvatomukhatayd  vyavatiHhamdnd 
Yddoranairjayati  naikaviddrakd  yd  I 

Etasya  bhuritara  mrin  idii^camuh  sd 
Yasyah  pratuivisayali  paratc  na  rodhah  11*1 

As  regards  Varuoa  this  stanza  means  that  his  army  is  the  great 
sea  facing  all  the  rounds  and  the  other  shore  of  which  is  beyond  one's 
reach.  The  troops  of  the  army  (water)  are  in  many  ponds  where 
the  glorious  sounds  of  water-animals  are  heard.  And  as  regards 
Nala  it  means  that  his  army  pervades  ail  the  where.  It  wins  the 
battles  which  need  the  strength  of  arms.  It  tears  into  pieces  all 
the  enemies  as  it  possesses  a treasure  of  soldiers  holding  swords. 
Its  capacity  is  beyond  the  reach  of  the  enemy’s  calculations. 

In  the  following  stanza  the  poet  employs  words  so  as  to  mean 
all  the  five  separately: 

Devak  patirvidu$i  nai?a  dhardjayatyd 

Nirniyate  na  kimu  na  vriyate  bhavatyd  [ 

Nay  am.  natah  khalu  tavdtimahd  naldbho 
Yadyenamujjhasi  varah  katarah  punaste  ll« 


60  Ibid,  15. 

61  Ibid,  21/ 

62  Ibid,  33. 
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Here,  the  phrase  dhardjagatydh  patih  means  India  who  is  the  ruler 
of  the  eastern  quarter:  it  means  Agni  who  moves  by  riding  on  a 
goat:  it  means  Yama  who  moves  by  riding  on  a buflalo  which 
butts  the  mounds:  it  means  Vanina,  the  lord  of  water  which  is  the 
inevitable  support  of  all  the  beings  on  the  earth.  The  compound 
dharajagdtyah  means  of  the  earth  also.  So,  as  regards  Nala  it  means 
that  he  is  the  lord  of  the  earth.  The  phrase  nai$a  dharajagdtyah 
patih  is  to  be  taken  to  mean  as  regards  the  four,  gods  that  none 
of  them  is  the  lord  of  the  earth.  As  n ai$adhar<i jagatydh . patih  this 
phrase  points  out  Nala  to  Damayanti  that  he  is  the  ruler  of  Nisadha. 
The  phrase  ndyaihnalah  as  regards  the.  gods  individually  means  that 
that  is  not  Nala ; but  in  the  case  of  Nala  it  is  split  as  na  -haydm  natal 
which  means  this  man  is  Nala.  The  phrase  atimaha  naldbhal 
means,  in  connection  with  the  gods,  separately,  that  that  one  is 
more  than  Nala  in  luster;  but  in  connection  with  Nala  it  means  a 
great  loss  to  Damayanti  if  she  would  not  select  him. 

There  arc  other  grand  epics  such  as  &vaswamiiTs  Kapphioa- 
bhyudaya  and  Ratn&kara’s  Haravijaya  which  aim  at  excelling  the 
Si^upalavadha  and  the  Harsacarita.  So,  naturally,  they  resort  to 
pun  and  other  verbal  figures  exhaustively  which  cause  Sometimes 
tiresome  effects  also. 

Any  literary  device,  if  misused,  will  cause  boredom  to  critics. 
The  whole  literary  language  is  a device  designed  by  taking  the  lan- 
guage of  life  with  all  its  constituent  elements  for  the  artistic  purpose 
of  producing,  at  least,  the  smallest  and  most  dilute  aesthetic  appeal. 

A good  composition  uses  such  devices  for  producing  more  than 
fifty  percent  of  aesthetic  effect  on  the  mind  of  the  critics.  The 
greater  the  aesthetic  effect  that  a literary  composition  produces 
the  superior,  it  is  among  the  members  of  its  class.  gri  Harsa’s 
greater  use  of  pun  may  be  boring  to  some  but  even  in  boring  con- 
texts he  is  not  seen  violating  the  propriety  of  the  art-emotion,  which 
he  tries  to  delineate. 

(4)  PTJN  IN  GADYAKAVYAS 

As  few  as  only  four  remarkable  prose  romances*  of  three 
contributors,  are  there  is  Sanskrit  to  our  reach  so  far.  The  earlier 


THE  ROLE  OF  PUN  IN  CLASSICAL  SANSKRIT  LITERATURE 


91 


ones  are  found  only  in  titles  mentioned  by  Patafijali  and  others. 
In  the  later  period  also,  beginning  with  the  eighth  century  A.D., 
this  pattern  of  literature  is  not  heard  of  being  attempted  seriously 
when  we  have  in  our  view  the  compositions  of  Daodin,  Subandhu 
and  Baoa.  It  may  be  the  reason  that  no  work  could  excel  or  equal 
with  Bana’s  works  which  are  known  for  the  vigour  of  style  and  which 
embody  all  possible  accepted  literary  devices  -in  introducing  the 
then  established  Indian  knowledge  of  all  the  faculties  are  made  to 
permeate  his  chapters.  And  therefore,  the  works  like  Tilakajnafi- 
jari,  Udayasundarikatha,  Gadyacintamajii,  Vemabhfipalacarita 
etc.  could  not  get  much  popularity. 

Of  the  three  prose  writers  Dandin  in  known  for  the  finesse  of 
diction.  In  some  cases  of  his  alliterations  such  as  Citrametaccitra- 
tararb 63  pun  finds  scope  to  manifest  itself.  The  word  ciiram  means 
a portrait  as  well  as  an  exclamation  of  wonder;  and  the  word 
citratram  means  more  than  a photo  on  the  one  hand  and  more  than 
my  other  photo  on  the  other. 

» ■ 

' The  ancient  Sanskrit  scholars  glorify  Subandhu,  the  author  of 
the  Vasavadatta  with  high  esteem.  He  is  a master  of  pun.  He 
himself  proclaims  that  in  every  letter  he  interweaves  pun  or  parono- 
masia: 

Pratyak$araile§amayaprabandh  a v in  yds  a vaidagdh  yon  idh  irn  /- 

bandharh  1 164 

And,  it  shows  the  popularity  of  pun  in  his  days. 

Bai>a  pays  due  respect  to  his  work  in  a peculiar  way  making  a 
pun  on  the  title  of  the  Vasavadatta  itself; 

Kavindmagal addarp o nwnam  msavadattayd  1 

&aktyexa  panduputranam  gatayd  kariiagocarain  II65 

First,  it  means  that  the  pride  of  all  the  poets  vanished  as  soon 


63  DaAakumftr&carita,  Iff.  4th  para. 

64  Vasavadacta,  13. 

65  Harjacarita,  1. 1 1 . 
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as  they  saw  the  Vasavadatta  just  like  the  pride  of  the  Paudavas 
whose  ears  heard  of  the  missile  iaktL  Then  pun  works  on  the 
word  kavindm  to  mean  wise,  on  the  word  vdsavadattaya  split  as 
vdsavena  datta  yd  sd  tayd  and  on.  the  word  karna  to  mean  the  oppon- 
ent of  the  Paijdavas;  thus,  the  idea  is  continued  that  the  &akti  which 
was  given  by  Indra  to  Karima  dissipated  the  pride  of  the  wise  Pauda- 
vas.  The  word  kavi,  once  again,  means  &ukra.  &ukra  means  the 
priest  of  the  demons  on  the  one  hand  and  Drona  on  the  other.  Drojia 
was  born  of  only  semen  of  Bharadwaja;  hence,  he  was  called  iSukra* 
Here,  the  plural  form  of  the  word  kavi  indicates  the  respect  paid  to 
Droi^a.  Now,  it  means  that  the  pride  of  the  poets  vanished  as  soon 
as  they  heard  of  the  Vasavadatta  just  as  the  pride  of  Drona  when  he 
saw  the  missile  of  the  Pandavas  given  by  Indra  and  which  was  com- 
ing anear  to  Kama.  Pun  still  continues  the  praise  of  the  Vasa- 
vadattfi..  This  work  dissipates  the  haughtiness  of  Sukracarya 
(who  is  supposed  to  be  the  first  poet)  just  like  the  missile  used  by 
Indra  nullified  his  pride.  The  word  kuvi  means  the  planet  Venus 
also;  astrologically,  that  represents  even  poetic  ability;  the  pride  of 
a number  of  Venuses  is  vanished  as  soon  as  the  Vasavadatta  is 
composed  by  Subandhu. 

Now,  it  may  appear  a tedius  effort  in  selecting  such  words 
to  weave  such  a long  chain  of  meanings.  But,  the  pedantic  age 
or  the  period  of  history  in  which  pendants  could  dictate  literary 
values  to  the  educated  expected  this  labour  from  its  poets.  - Suban- 
dhu’s  prose  begins  with  the  punning  description  of  a king  named 
Cintamaid.  With  the  help  of  verbal  pun  the  king  is  compared  to 
Nrsirhha  who  caused  wonder  by  tearing  off  the  heart  of  Hirahya- 
ka6ipu: 

Nrsimha  iva  dariitahiranyakaiipuksetraddnavismayak^ 

The  words  hiranya , katipu,  k?etra  and  dam  separately  mean  gold,  . 
food,  land  and  gift.  The  king  caused  wonder  by  giving  gifts  of 
all  the  three  mentioned  profusely.  Pun  proceeds  and  directs  us  to 
compare  him  who  tore  HirauyakaSipu  to  the  best  man  possible  in 
the  universe. 


66  Vide  the  first  para. 
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The  king  is  compared  to  Nature  also.  He  was  like  the  sea: 
Jalanidhiriva  vahinUatamyakah,  satnakarapr acdragca6l 

The  sea  is  called  the  lord  of  hundreds  of  rivers.  Crocodiles  inhabit 
in  the  sea.  The  king  was  the  master  of  hundreds  of  army-troops. 
He  was  known  for  just  in  levying  taxes. 

Subandhu  employs  pun  in  a number  of  modes.  For  example, 
pun  is  seen  bringing  a peculiar  \irodhdbhdsa  with  the  denotation 
of  absent-factors : 

Yasya  ca  ripuvargah  sadd  part  hop  i no  mahabhUrar  aranayogya!}*6 

The  enemies  of  CintSmapi  were  always  Arjunas  but  they  were  unfit 
for  the  MahabhSrata  war.  To  remove  this  contradiction  the  words 
are  split  as  sadS,  +apa+arthcth-rap i na  maha+bhara— tar  and 4- 
yogydh  by  whichit  is  meant  that  the  wealth  of  the  enemies  was  always 
robbed  by  the  king;  so,  they  were  never  strong  to  win  a war. 
Another  example: 

Sah  trtiahkurapi  na  naksatrapclthacyutah,® 

King  Cintamani  was  TriSmku  but  not  wavered  in  the  path  of  the 
constellation  of  srats.  The  word  trUanku  paronomastically  means 
the  possessor  of  (he  three  powers,  viz,,  prabhutva- pre-eminence, 
mantra- good  counsel  and  utsaha— energy  on  the  ope  hand  and  a 
beneficial  one  to  the  earth  in  the  past,. present  and  future  on  the 
other-  The  king  never  voilated  the  path  of  a warrior, 

Subandhu  admires  the  Brhatkatha  of  Guiradhya  paronomasti- 
cally. Kandarpaketu  overhears  the  conversation  of  a couple  of 
parrots.  The  male  parrot  says, 

Apurva  bfhatkathd.  prctyakfikrtu  mayS7<> 

6 T~  Ibid. 

68  5th  para. . 

69  Ibid. 

70  Para  15. 
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unprecedented  bfg  * Usually $ p7t  ^ ^ Witnessed  a“ 

testrus  that  they  learnt.  Pun  i,  * P°et*  make  use  of  all  the 

Kandarpaketu  saw  a maiden  Vasavad;mB-S  • °r  ?em'  Subandhu’s 
the  punning  description  Jasts'to  pa^^^Ewn  astrology  is^iradtTuse 


nitambabirkbena  sitenaZT  T ' 


.72 


planets,  viz., with  the  nine 
satrnya— Mercury,  ?«/•«— Jupj^r  sifa‘%  ,tbeni°0n’  lokiia—Uars, 

aTth head  a»d  V^M’hZf :ara~S**™ 
all  the  planets  are  favourable  to  her  rL  ,t!'  1 meaiK  t0  us  tbnt 

shining  ornaments,  beautiful  smile  ' t t?econtext  denotes  her 

appearance,  heavy  round  bine  t,’  r°Sy  bud~like  lower  lip,  lovely 

^Ps  and  fully  Sl°W 

sawder, embodku  he^t rIhmrfllureSWhfn  Kandarpakem  actually 
the  MahabhSrata,  the  Chandoviciti  Cascribf^n  ‘ E*n,a™’ 
the  nyaya.  poetry  and  the  UpanisSdT^  f‘  ^ ^ aStronomy* 

mahabha.ratene  va 

MZ2Z7vZ"em  r^^acaruna. 

If  f=e.  wa.  a,  the 

ru  Orica  ted  padas,  with  good  joints 

71  Para  13, 

72  Para  15. 
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was  as  the  mahabharata  that  has  striking  parvas  and  with  beautiful 
ankles  was  as  the  Ram&yapa  that  has  the  remarkable  sundarakanga. 
Because  of  her  slender  waist  she  was  the  Chandovichi  that  has' the 
glorious  tammadhyd  metre.  As  she  had  charming  hands  and  ears 
she  was  like  astronomy  that  embodies  the  lunar  mansions  hastd 
and  iravann  which  are  auspicious  to  start  with  any  undertaking. 
Her  beauty  was  obvious;  so,  she  was  like  the  nydyavid)d  which  is 
made  obvious  by  Udyotakara  with  his  work  the  Ny&yavdrtikd.  She 
was  decorated  with  ornaments  like  a poem  of  a great  poet  which 
is  decked  with  figures  of  speech.  She  was  the  essence  of  delight 
as  the  Upanished  which  is  the  essence  of  the  Supreme  Bliss. 

Pun  is  a very  pleasing  figure  to  Bapa..  He  declares  that  his 
puns  are  uninterrupted  throughout  and  they  are  strikin %-nirantara- 
slesaghanaJi.7^  At  the  same  time  he  is  conscious  that  pun  must  be 
simple  but  not  laborious  and  forbidding  poetic  delight.  The 
meanings  must  benoveland  attractive  confiningto  the  new  idpicsT* 
Vam,  in  the  form  of  Bapa  w sticks  to  the  heart  of  the  connoisseurs 
(punnmgly,  as  an  arrow).  The  efforts  of  other  poets  who  came  after 
Bana  were  puerile  76  Bapa  is  placed  one  among  the  three,  viz., 
Subandhu,  Bapa  and  Kaviraja  who  are  glorified  to  be  the  masters 
of  vakrokti-striking  style.??  Subandhu’s  puns  are  already  noted. 
Kavi  raja’s  Raghavapapdaviya  is  a dvisandhdnakdvya — poetry  where 
two  stories  are  woven  in  a single  composition.  Hence,  vakrokli, 
here,  means  pun  alone.78 

In  the  previous  chapters  it  is  noted  that  puns  from  the  Harw- 
canta  arc  cited  by  the  rhetoricians  beginning  with  Anandavatdhana. 
Here  is  another  example  where  Bapa  describes  his  patron  Har?a- 
vardhana  as  deserving  epithets  far  better  than  many  heroes  of  the 
Mahabharata: 


73  Kadariibarl:  Kath&pra£ari4$a-9 

74  Navo'rtho  jdtiragwhya  iXezo'kMstah,  sphuto  rasah  | — Har^acarita,  1.8 

75  Van  i bano  babhuva — Govardhanakavi. 

76  Hrdi  lagnena  bd,ovtna  yuwnundo'pt  padakramoh  \ 

Bhavet  kavikurahgdndfh  capaiarh  tatra  kdranath  1 1 — Trilocanakavi. 

77  Subandhurbar»abhatt>aSca  kaviraja  iti  trayah  I 

calunho  vidyatena  va  li  -Raghavapan<Javiya,  L4I 

78  Cf. : S\e?ah  sarvdsu  pumti  prdyo  vakrokti$u  h'iyath  I — KavyadarSa,  II.  363 
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vdntanoh  mahdvtihinlpatim,  bhi$mdjjilakd#inaniy 
drondccapalalasom , gurupuiradamoghamdrgamm , 
karnantnitrapriyam,  yudhipthira  dbahuk?amam , 
bhlmddanekandgdyutabaiam , dhananjayimmahdbhd - 
raiaranayogyaih . . 7<3 

Santanu  married  Gangs  who  forsook  him  in  the  middle  of 
his  life;  but,  Harsa  was  the  lord  of  the  \dhim  (great  army)  through- 
out his  life;  Bhlama  vanquished  the  king  of  Ka£i  as  well  as  (pira- 
ningly  on  the  word  kaJi)  the  organs  of  sense;  Harsa'  had  one  more* 
epithet  along  with  these  two  that  he  was  always  victorious; 
for  the  word  jitakcUl  is  split  as  jitena-jayena  has  ate  iobhate  iti . 
Droga  was  fond  of  bow — cape  Idlasarh ; but,  he  was  proved  to  be  a 
fickle-minded  cne  in  the  MahabhSrata  waT  at  the  time  of  his  death: 
Harsa  was  fond  of  bow  on  the  one  hand  and  averse  to  follies-  cdpale 
alasaiii  on  the  other,  and  he  was  free  from  desires  also-  ca  apagatd 
Idiasd  yasmdt . ASvatthaman  failed  in  fulfilling  the  request  to  take 
back  his  brahmas tra;  but,  Harsa  never  allowed  any  request  made  to 
him  fruitless.  He  was  a dear  friend  of  many  whereas  Karua  was 
a dear  ally  of  Duryodhana  alone.  The  word  mitra  denotes  -that 
Kan?a  was  dear  to  the  sun  also.  Yudhisthira  was  the  master  of  a 
small  empire  whereas  Harsa  was  the  ruler  of  a bigger  empire. 
Bhlma  had  the  strength  of  one  thousand  elephants;  while  this  king 
had  an  army  consisting  ten  thousand  elephants.  Arjuna  had  the 
strength  sufficient  for  the  Mahabharata  war;  whereas  this  king  had 
the  outstanding  merit  of  winning  the  wars  as  well  as  ruling  the  con- 
quered territories. 

There  are  numerous  chains  of  puns  with  supporting  hands  to 
other  figures  in  both  the  prose  romances  of  Buna.  See  another 
example  in  the  description  of  Jabalin’s  hermitage: 

. .yatra  ca  mahdbhdrate  stikunivadhah , 
purdne  vdyupralapitam 80 

In  that  hermitage  the  death  of  Sukunt  was  found  only  In  the  Maha- 


79  Har/facarita,  ft-4-1. 

80  Kfidaiiibarl-JabttlyaSramavarnanaiia. 


THfc  ROLE  Of  PUN  IN  CLASSICAL  SANSKRIT  LITERATURE  97 

bh&rata  (book).  Pun  plays  on  the  word  takuni  and  denotes  a bird  ;' 
so,  it  means  that  no  bird  was  killed  in  the  area  of  that  hermitage. 
The  phrase  VayiCs  talk  was  only  in  the  ( Vdyu)Purdna  means  no  body 
was  there  suffering  from  maniac  diseases  in  that  hermitage.  We 
see  Jfebalin  compared. to  the  sun  and  the  sun  is  said  to-be  in  the 
company  of  Uttarfc:  suryamivd  krtottardsangai&k  Jfibaiin  never 
lived  in  the  company  of  any  Uttara.  Pun  helps,  and  the! word 
uttara  means  an  upper  garment  as  confined  to  the  sage.  As  re- 
gards the  sun  it  means  the  uttardyana  -his  progress  to  the  north  of 
the  equator  and  to  the  lunar  mansion  called  Utturd$adha  as  well. 
The  beginning  of  uttarayana  is  known  for  its  auspiciousness.  . 

Bana  compares  Maha^veta  even  to  the  principles  of  Buddhism : 
bauddhabuddhimha  nirdlambdih . According  to  the  Bud- 
dhism the  ultimate  knowledge  is  ihe  realisation  of  Nirvapa  (living 
independent  of  even  breath):  Maha£veta  was  free  from  all  the 
attachments.  Kadambari  is  compared  to  the  wish-yielding  tree 
fancied  as  a creeper:  . . kalpaiarulatamiva  kanutphctlapradarn  . . 8i 

The  word  kdnta  as  regards  the  heroine  of  the  romance  means  love. 
The  word  kadambari  itself  means  wine  also: 

Kadambari  rasabharena  samasta  eva 
; Motto  m kificidapi  cetayate  jano'yenh^ 

Here,  the  Homer  of  India,  of  course,  nods.  He  forgets  that 
wine  is  not  a respectable  drink  in  the  Indian  society.  Misinter- 
pretation of  Indian  History,  of  course,  may  make  the  Brahmin  cat 
beef85(i)  and  the  Ksatriya,  R5ma  making  Sita  drink  Maireyaka-wine 
in  the  Uttarakaotfa  of  the  Ramayana85(ii).  The  best  example  of 
pun  turns  out  to  be  a hxnopamd  as  the  wine  is  not  a respectable 
drink  and  Kadambari  is  compared  to  it. 


SI  Ibid-Jabftlivarnanara. 

82  Vide  MahMvetavarnana. 

83  Vide  Kadaihbarivarcana. 

84  Kftdarfebari:  Uttarabhaga,  5. 

85  (/)  As  seen  in  the  opening  scene  of  the  4th  act  of  the  Uttararamacarita 

of  Bhavabhuti. 

0*0  Uttarakaijda,  42. 18-19. 
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Anyhow,  the  place  of  pun  in  the  prose  romances  of  Sanskrit  l 
is  hereby  established  as  outstanding.  No  type  of  Sanskrit  eomposi-  • 
tion  or  literature  is  free  from  the  use  of  pun.  Yaska’s  Nirukta  which 
gives  mote  than  one  meaning  to  a word  in  all  the  cases  taken  up  by 
him  is  meaningful.  Otherwise  the  tradition  that  the  Vedic  hymns 
have  three  meanings  or  interpretations  (Adhyatmika,  Adhidaivika 
and  Adhiy&jflika) — the  spiritual,  the  theological  and  the  ritualistic 
-cannot  be  maintained  at  all.  Agni  means  one  who  goes  and  also 
the  god  of  fire  -but  never  the  sensuous  fire  itself  as  some  of  the  Euro- 
pean scholars  believe  within  the  range  of  Vedic  religion  and  its 
theology.  The  sensuous  is  the  sensuous  form  of  the  divinity 
concerned  and  not  its  adorable  divine  form.  Pouring  ghee  into  the 
fire  is  meant  as  a symbol  of  propitiating  the  presiding  deities  of 
not  only  the  fire  but  also  of  the  water  etc.  This  is  just  an  incidental 
information  on  our  way  to  establish  the  place  of  pun. 

(5)  PUN  IN  CAMPOkAVYAS 

Campus  a free-style  composition  where  both  prose  and  verses 
are  employed . Its  character  is  found  mentioned  by  Dandm&>(i) 
But  the  first  campu , as  secured  to  us  is  the  Nalacampu  or  the 
Damayantlkatha  of  Tri  vi  kramabhatta.  Pun  in  campus  is  an  obvious 
figure.  The  campu-writers  played  on  words  profusely  to  display 
their  scholarship,  to  convey  philosphical  ideas  and  to  create  fun. 
Pun  extends  its  all-pervasive  nature  to  the  campH  pattern  of  literature 
as  early  as  in  the  very  opening  verse  of  the  Nalacampu  itself: 

Jayati  girisutaytih  kamasantapavfihi- 

Nyurasi  rasani$eka&condana&candramaidih  I 

Tadanu  ca  vijayante  kirtibhajam  kavlmm  . 

Madakrdamytabindusyandino  vdgvildsdh  | I 

The  word  girt  means  the  Himalayas  on  the  one  hand  and  the  king 
Bltlma,  the  father  of  Damayantl  on  the  other.  The  wel known  mean- 
ing of  the  word  candramauli  is  Lord  §iva.  It  means  Nala  also 


86  (0  Gadyapadyamayi  kacit  caApurityabhidhlyate, 


— KavyadarSa,  1.3 1. 
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because  he  was  the  foremost  king  in  the  lunar  race.  Thus,  the 
Hrst  half  of  the  Yersc  glorifies,  mainly.  Lord  £iva  who  acts  himself 
as  sandal  juice  to  the  chest  of  P&rvatl  afflicted  by  cupid;  and  the 
denotative  power  of  the  words  greets,  next,  Nala  who  acts  accor- 
dingly with  Damayant!.  The  whole  theme  of  the  work  is  conveyed 
in  this  way  through  pun. 

Trivikramabhafta  announces  paronomastically  that  poetic 
ability  with  numerous  types  of  pleasing  and  attractive  puns  and  the 
smiling  and  beautiful  wives,  wise  in  the  art  of  embracing  variously 
are  the  results  of  the  meritorious  deeds  of  the  past: 

Prasanndh  kantiharinyo  ndndMcsavicakqanah  | 

Bhavanti  kasyacitpuoyaih  mukhe  vaco  gjhc  striyab  ll06(ii) 

Hereby,  the  poet  indicates  the  position  and  the  nature  of  pun  also. 
Throughout  in  his  work  Trivikiamabhatta  plays  on  words  at  home. 
For  an  example,  see  the  following  virodhabhasa  and  the  function  of 
pun  therein: 

Erdhmanyo’pi  brahtrtavi  ttdpahdrl 

Strlyukto'pi  prdya&o  viprayuktafy  I 

Sadve$o'pi  d vefanirm uk tace t ah 

Ko  vd  tadrg  df$yate  Aruyate  roll07 

The  minister  of  Nala  by  name  £ruti£ila  is  described  here.  One  who 
is  the  wel wisher  of  brahmins  cannot  rob  their  wealth.  The  com- 
pound word  brahmavittdpahdrl  split  as  hrahmavit  and  tdpaharl 
removes  the  contradiction  and  it  means  to  us  that  the  minster  was 
a Self-Realized  one  and  a peace-maker.  One  who  is  in  the  company 
of  the  beloved  cannot  be  called  as  a separated  from;  therefore, 
pun  directs  to  take  vipretyuktah  as  vipraih  yuktah.  In  the  same  way 
sadve?ah  means  both  a man  full  of  enmity  and' a man  of  pleasing 
dreas  as  well. 


86  (»)  Nalaca&pU,  1.4. 

87  Ibid,  39. 
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A swan  is  employed  by  the  poet  to  impart  spiritual  knowledge 
along  with  the  relevant  topic.  Pun  serves  here  the  purpose.  Afi 
example:  -* 

Ekante  sevate  yogam  muktaharnparicchadah  \ - 
Hamsdh  sa  mokyayogyo' pi  devakiih  badhyate  tv  ay  a- 1 [8* 

In  relevance  with  the  topic'the  female  swan  requests  Nala  to  release 
its  lover  whose  wings  are  as  white  as  a pearl-neckalce  and  who  eats 
lotus-stalks  (~e  kasya  ante  agam  sevate).  The  letter  e as  the  form  of 
the  locative  case  of  a means  in  Lord  Vienu.  The  word  hartisa  means 
a soul.  No  body  can  bind  the  soul  that  has  forsaken  the  food  and 
clothing  and  concentrated  itself  in  Lord  Vi$va  - the  Supreme  Bliss. 

See  a very  simple  pun  in  greeting  the  unbroken  series  of  succes- 
sion of  poetry  that  appeals  to  the  heart  of  a reader  with  sentinmet 
and  its  solemn  style  and  in  which  the  learned  find  an  abode  of  mirth : 

Agddhdntah  parispandenh  vibudhdncndamimdiram  l 
Vande  rasantartipraudham,  srotzJi  saras  vatam  vahat  11^9 

Paronomastically,  it  means  the  streem  of  the  holy  river  SaraswatT. 
Here,  the  word  vibudhah  means  gods.  Though  simple,  this  pun 
denotes  a third  meaning  as  regards  the  Su$umna-vein\  the  intrinsic 
current  of  which  is  unfathomable  and  spirit-touching.  This  Suaumm 
is  the  abode  of  the  divine  bliss. 

The  bank  of  the  river  Payospl  is  compared  to  Vis^u,  Siva  and 
Brahman  as  well: 

Cakradhararn  visamaksam  krtamadakalarajahamsasaftcdram  I 
Hdriharavirahcisadr&a m bhajata  payoyhltatam  munayah  l|9o 

Cakradhara  means  Visnu ; VUamaksa  means  Siva:  and  krtanradaka - 
lamjaha m sa mnedrah  split  as  krtah  madakalarajaharnsena  krfvd 
saUcdrah  yena  means  Brahman . In  relevance  with  the  bank  of  the 


83  Ibid,  n.  18. 

89  Ibid,  1.3. 

90  Ibid,  VI.  32. 
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river  it  means  that  there  are  seen  the  cakravaka  birds,  big  trees  and  . 
swans’  walk: 

Naturally,  pun  got  high  regards  from  the  succeeding  campu- 
writers  also.  For  an  exaittple,  see  Bhoja  employing  pun  to  make  use 
of  the  mythological. Stories  and  the  Prakrit  grammar  as  well  as  an 
astrological  point  while  he  describes  ViSvSinitia : 

r . • * 

. .padpaprabandhamifd  darUtasctrgabhedam,  prakrtavyakaranamiva 
prakatita  varna\yGtydsctTn;  budhamiva  somasutaiix.  .91 

The  word  sorgo  means  heaven  as  confined  to  the  seer  and  it  means 
a canto : as  confined  to  poetry.  Varnavyatydsa  means  change 
of  caste  and  change  of  syllables:  KauSika,  of  a warrior  caste 
became  Vi^vamitra,  a brahmin.92  Sanskrit  letters  are  changed  in 
Prakrit  as  foundi  n the  word  aryaputra  becoming  ajjautta.  The  word 
soma  means  a plant  by  that  name  and  the  moon  as  well.  ViSvamttra 
was  a i genius  as  Budba  and  he  used  to  press  out  the  Soma-juice  for 
his  oblations.  , Budha  is  a mythological  personality  bom  of,  the 
moon.  Budha  as  a planet  also  is  called  Somasuta. 

R&rna  approaches  the  Ganges  along  with  ViSv&mitra  and 
Laksmana.  The  paronomastic  description  of  the  holy  river  denotes 
a venerable  cow: 


Ajampavanakfiraih  v?§anandav idhayi ni m l 
Srutipranuyinhh  so' yamdpagdindpa  gdmiva  II93 

Here,  there  is  pun  on  the  words  k§ira  which  means  water  as  well 


91  Ca  iii  pur&rnayana,  1-33-1. 

?2  KauSika  was  a Ksatriya  by  birth  but  became  a Brahmin  by  virtue  of  his 
qualities;  Bhargava-R&rna  was  a Brahmin  by  birth  but  became  a Ksatriya 
by  virtue  of  his  qualities  as  seen  in  his  deeds.  These  arc  just  examples 
incidentally  proving  that  heredity  was  not  taken  to  be  superior  to  ones 
qualities  and  deeds,  on  the  other  hand  the  latter  established  the  class  of 
calture  (and  never  rarria  or  colour  or  Jail  or  caste)  in  ancient  India.  Because 
Para£urama  gave  up  his  hereditary  profession  of  a superior  grade;  he  had 
to  surrender  his  might  to  DSaarathi-Rfima  at  the  end. 

93  Ibid,  54 
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as  milk,  vr$a  which  means  religion  as  well  as  a bull  and  fruit  which 
means  the  Vedas  on  the  one  hand  and  the  Enterna!  Sound  on  the 
other.  Both  the  water  of  the  Ganges  and  the  milk  of  a cow  are 
pure  by  nature.  The  Ganges  best  owes  the  Supreme  Bliss  according 
to  the  sacred  texts : the  cow  pleases  a bull  to  get  itself  ready  to  give 
niilk  in  future  to  fulfill  the  need  of  religious  functions.  The  Ganges 
is  called  a dear  friend  of  the  Vedas  so  also  the  cow  because  without 
a cow  no  religious  function  is  possible  in  Hinduism.  In  the  course 
of  meditation  the  stage  of  experiencing  the  Eternal  Sound  is  called 
to  meet  the  Ganges  in  the  mythological  way  of  expression. 

Bali  is  sent  to  the  netherworld  by  Vamana.  His  grief  is  fancied 
by  Anantabhatta  increasing  day  by  day.  He  applies  it  to  the  city 
called  Ekacakra  making  a pun  on  the  word  balib: 


■ .patalabhuvamiva  pmtyuham  vardhamana  balttokam?* 


Ekacakra  was  shadowed  by  grief  in  an  ascending  order  day  by  day 
caused  by  the  victimizations  according  to  compromise  with  the 
demon  called  Bakasura. 

Many  a time  pun  presents  amusements:  see  an  example- 
. .jalapakfino  munaya  iva  ye  minaharam  vaftchonti.  .9S 

The  birds  in  water  that  desire  fishes  for  their  food  are  compared 
to  the  sages.  But,  as  a matter  of  fact,  the  sages  never  used  to 
eat  meat.  The  adverse  meaning  is  cleared  when  the  phrase  is 
construed  as  ami  ye  ntunayah  amharam,  vanchanti  as  confined 
to  the  sages,  ft  means  that  the  sages  observe  fast. 

Monkeys,  just  to  see  another  example,  are  usually  seen  in  thg 
sacred  places  of  India.  Venkatadhvarin  makes  use  of  this  fact. 
He  states  punningly  that  the  monkeys  on  the  mountain  SeaScala, 
where  Lord  Vcnkatcia  resides,  are  in  search  of  Sri  Rama : 


94  Caikpiibhttrata,  fI-36-1. 

95  Naiacaifcpu,  11-19-1, 
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Sarvottungah  iritahibhaguhati  sadhvabhikhyata&ilo 
Bhas  vadvaMopacayajanakah  sdnujasphurtikoyam  \ 

Enaiii  n&narh  k§itibrtamiyam  jdnati  jdmkUam 
KUakenl  kalaya  iaramkurvatl  varvanti  II 

The  paronomastic  words  express  attributes  confined  to  both  the 
mountain  and  the  lord  of  Jauakl.  The  mountain,  Yenkatagiri 
is  the  highest  of  all  the  mountains  around:  Rama  is  the  best  of 
men . There  are  auspici ous  caves  in  the  mountain : Rama  took  rest 
in  the  territory  of  Guha.  Good  people  praise  the  merits  of  the 
Scsacala;  R3ma  is  noted  for  his  chastity.  There  are  attractive 
bamboo  bushes  on  the  mountain : Rama  maintained  the  continuity 
of  the  race  of  the  sun.  Tne  rays  of  the  sun,  first,  fall  on  the  peaks 
of  the  mountain:  Rftrna  is  strengthened  with  his  brother.  The 
mass  of  mokejs  thinks  that  the  mountain  is  King  Rama  himself 
because  of  the  resemblance  of  the  words  they  heard.  To  seek  his 
protection  (perhaps,  from  the  pilgraims)  they  are  in  search  of 
Rama.9ti 

* 

(6)  PUN  AND  ANEKASANDHANAKAVYAS  . 

It  is  only  Sanskrit  language  that  can  boast  of  the  anekasan- 
dlianaktivyas  where  two  or  more  than  two  .stories  are  narrated  in 
the  same  breath  throughout  the  full-length  of  a poem.  The  fact 
behind  is  the  facility  of  the  special  lexicons  of  punning  words  such 


96  ViSvagunfidartacarfcpu,  205. 

TO.:— The  mountain  is  taken  to  mean  power.  P&rvatl  is  the  female 
form  of  the  Lord’s  divine  power.  She  is  said  to  he  the  doughter  .of 
Himavat  who  is  represented  by  a mountain  of  the  same  name.  The 
Vedanta  identifies  the  Lord  with  the  Parabrahman  who,  in  turn,  is  not 
different  from  His  power.  6rT  Rama  represents  the  Lord.  He  is  the 
latter's  incarnation,  llcncc,  monkeys  (who  belong  to  the  class  of  higher 
animals  and  who  are  hinted  at  to  posses  reason  by  Sri  -Saftkariicarya  in 
his  Adhy&sa  Bbeeyaor  introduction  to  the  Bha^ya  on  the  Brahmasutras) 
naturally  seek  protection  of  R&rna,  indicated  by  the  greatest  mountain 
Himavat  and  here,  the  mountain  Venkatagiii  The  Bhagavadyta  says, 

Yadyad  vibhutimat  satvafa  irimadurjifameva  v5  I 
Tattademvagaccha  tvath  mama  tejoiriiasafixbhavatii  II  — X.  41 
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as  the  Anck&rthasamuccaya  of  SaAvata,  the  Anekarthako&  of 
Mankha  and  the  Anekartha^abdako^a  of  .MedinTkara.  Thej-e  is 
a section  called  Nanarthavarga  in  the  Amarakosa.  & V,  Virartxgha- 
vdchdrya97  points  out  the  Sle*&rthapadasahgraha  of  Sri  Harsa  and 
the  third  chapter  called  Slesasiddtti  in  the  Ka  vy  akalpal  at  aval  15 
of  Arisimha  and  Amamcandra  combined.  There  are  many  glos- 
saries like  Anekarthadhvanimafijari,  Nanarthaikaksaramala,  Sab- 
dasandarbhasiDdhu  and  so  on. 

In  Sanskrit  every  syllable  or  letter  is  taken  as.  a word,  some- 
times, with  at  least  two  meanings.  The  syllable  a,,  for  an  instance, 
means  VisniP*  and  Mrtyunjaya.09  Virtually,  words  of  single  mean- 
ing in  Sanskrit  are  very  less  in  number.  A simple  word  like  hari 
gives  twentytwo  meanings  such  as  Vi^ii,  India,  parrot,  peacock, 
lion,  monkey  and. so  on.  The  word  go  in  the  feminine  gender  has 
nine  meanings;  and  in  the  masculine  gender  it  has  seven  meanings. 
Mata  means  a mother  and  it  means  a measurer.  These  examples 
include  the  etymological  as  well  as  the  rvdha  (usage)  senses. . Some 
poets  took  it  a fancy  to  exhibit  their  hold  on  all  the  lexicons 
and  that  is  criticized  by  the  modem  scholars  as  a triumph  of 
misplaced  ingcnuity.too  it  js  true  only  if  jt  js  a!1  aesthetic  defect 
-rasapakarsaka. 

(i)  Dvisandhanaklvya 

A dvisandhanakavya  is  entirely  different  from  a M e?akavya\  in 
the  former  type  of  poetry  punning  words  are  the  only  means  and 
the  poet’s  task  of  selecting  the  words  suited  to  both  the  stories  is 
more  difficult  and  rather  pedantic  than  the  poet  of  the  latter  type 
of  kavya.  In  a dvisandh&nak&vya  two  meanings  must  be  relevant 
under  description  whereas  in  a Me^akavyct  both  the  meanings  may 
not  be  equally  relevant.  There  is  every  scope  for  all  the  other  figures 
of  speech  in  a Mesakavya  whereas  pun  is  the  only  supreme  monarch 


97  'Dvyarthi  and,  Try  art  HI  Kdvyas  in  Sanskrit  Literature'  -published  in  K.  B. 
Pathak  Commemoration  Volume  (B.O.R.I.)  PP.  367-381. 

98  Vide  any  standard  dictionary. 

99  Vide  the  Ak^amalopanishad. 

100  Vide  History  of  Sanskrit  Literature  by  A.  B.  Keith,  P.  56. 
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in  a double-storied  kovya.  So,  the  dvisandhamkavya  of  Kaviraja 
differs  exclusively  from  the  Mesak&vya  of  Subandhu.  A dvisandhd-  ■ 
nakavya  is  also  called  a vyastakavya™1  because  of  the  fact  that  the 
denotative  sense,  here,  is  equally  applied  to  two  themes  and  that 
is  to  shoot  down  two  birds  at  a shot  as  Dr.  V,  Raghavan  remarks.102 

The  credit  of  writing  the  first  dvisandhamkavya  goes  to 
Dat.idin:103  but  the  work  is  not  found  so  far.  The  next  work  of 
this  kind  isthe  Raghavap&udavlya  and  that  is  available  to  us.  There 
are  two  works  of  this  title  written  in  the  twelfth  century'  o<a.d. one 
by  Dhanailjaya  in  eighteen  cantos  and  the  other  by  Kaviraja 
in  thirteen  cantos  wherein  each  stanza  applies  to  the  stories  of  the 
Ramayana  and  the  Mahabhaiata  simultaneously.  The  anekasan- 
dh&na  -poets  commonly  resorted  to  these  two  great  works  while 
selecting  the  themes  for  their  poems.  It  is  learnt  that  even  Dapdin 
had  chosen  the  themes  from  the  Ramayaoa  and  the  Mahabharata 
only  for  his  dvisandhamkavya Stories  from  the  epics  like  Bhaga- 
vatapuraoa  and  the  later  historical  events  also  are  chosen  by  a few 
poets. 

Kaviraja  places  himself  along  with  Subandhu  and  BS*a-10# 
He  hints  at  his  harder  effort  as  compared  to  the  other  two: 

Padamekamapi  Mi&tarn  vakttrn  bhuydt  pari-iramah  I 

Kathadvayuikyanirvodfwh  kirn  dharapatito'dhikaTh  II107 

In  the  following  stanza  Kaviraja  makes  it  clear  that  the  Ardha- 


101  SamdksardnghrtrviaamaksarardiiiuivecffMavet  vyastakavitvaslma  11 

— Daivajftasurt-in  IUmalqr»>?3viIomak*vya. 

102  ANEKASANOHAMAKAVYAS'  Annals  of  Oriental  Research : ^Madra^ 

103  Vide  1 History  of  Sanskrit  poetics'  by  P.  V.  PP.  100-101. 

104  This  Dhananjaya  is  different  from  DhanaAjaya  of  the  Da^anipaka.  Both 
Dhamfijaya  and  Kaviraja  belong  to  12th  century  A.D.  -See  A Companion 
to  Sanskrit  Literature P.  32  &.  59. 

105  Vide  Madras  Mss.  of  Srngarapraksaa,  Vol,  II.  P-  444. 

106  See  the  foot-note  77  above. 

107  Raghavaparvdaviya,  1.39. 
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£2  ofThe  nl  iHSpirCp  -him  l°  ““P086  a dvisandh&m- poem  on  the 
basis  of  the  pleas.ng  RamSyao*  and  the  MahabhSrata  themes: 


Jtamya  rSmayanl  yam  bh&ratx  saiva  bharatl  i 
ArdhanarUvaramayi  murtirekatra  iobhamih  II 


Daferatha  and  Paijdu  with  their 
m the  following  stanza: 


respective  capitals 


are  seen 


Vicitraviryasya  divangatasya 

Pituh  sa  rajyaih  ptatipadya  balye  I 
Purlmaycdhyam  dkrtara?frabhadram 

Sahastiiobhdm  sukhamadhyuv&sa  li  *08 


illllSI 


Kosala  and  Kckava  H.  J ' t8XeS  CVen  from  the  of 


108  Ibid,  51. 

109  Ibid,  54. 
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The  following  stanzas  of  Kavirftja  inform  the  methods  he 
adopted : 


Prayah  prakaranaikyena  viSesanariiesyayoh  \ 

Parivfttya  kvacittadvadupamanopameyctyoh  II 

Kvatitpadaiica  nanarthaih  kvacidvakroktibkangibhih  | 
Vidhasyate  maya  kavyam  sriramayanabharatam  II 

Similar  contexts  like  marriages,  expeditions  etc.,  are  chosen.  The 
synonyms  and  epithets  are  selected  so  as  to  apply  to  both  the  themes. 
Punning  words  are  used  and  sometimes  ingenuity  is  resorted  to. 


There  are  many  other  double-storied  kavyas  such  as  the  Ragha- 
vapandavfya  of  Krspapandita,  Raghavanaisadbiya  of  Haradattasuri. 
ParvatJrukminiya  of  Vidyamadhava,  Ramacarita  of  Sandhyakara- 
nandin,  Kosalabhosaliya  of  Sesacalapati  and  so  on.  The  Rama- 
carita is  a special  type  of  dvisandkanakavya ; for,  the  poet  'here 
treats  the  themes  pertaining  to  the  hero  of  the  Ramayana  and  to 
the  king  RamapaJa  of  Bengal  who  flourished  at  the  close  of  the 
eleventh  century  A.D.  The  Kosalabhosaliya  also  is  of  the  same 
type.  The  author  SesScalapati  says  in  the  beginning  that  he  des- 
cribes Sahendra  of  Bhosale  dynasty  (Sahaji  of  Tanjore)  along  with 
Kosalendra  to  show  his  gratitude  to  that  king,  his  patron.  Then 
he  deals  with  the  themes; 

Rak$anmahara?travibhuh  purlin,  tam 

Bhasmtkulam  bhu^ayate  nikdmam  I no 

It  is  obvious  that  the  word  mahardstra  means  the  territory  by  that 
name  and  a great  country  as  well.  Bhdsvatkula  denotes  a glorious 
dynasty  and  the  lunar  race. 

Men  may  appreciate  or  depreciate,  but  no  doubt,  this  type  of 
full  length  punning  poetry  is  not  possible  in  any  other  language 
cf  the  world.  Prof.  Macdoncll  opines,  A (our  deforce  of  Ms  kind 
is  doubtless  unlqde  in  the  literatures  of  the  worlds,  A.  B.  Keith 


110  Mss.  4233  T.  D.  No.  10270  Saraswatimahal,  Tanjore. 

1 1 1 Vide  History  of  Sanskrit  Literature,  P.  33 ! . 
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points  out  the  nature  of  Sanskrit  language  in  this  context.  And, 
he  states  that  at  the  first  sight  these  poems  appear  incredible  but 
these  are  explained  without  special  difficulty1 12. 

Dramas  also  are  written  with  double  themes.  The  Raghavaya- 
davlya,  for  an  example,  written  by  Nrsimha111  deals  with  the 
RSmayana  and  the  Mahabh&rata  themes.  The  Sutradhara  says  to 
t htnati: 

Toy  aim  gitarago  mam  cakar$atm'dhurojvalah  1 

VUmmitra  ivakrUrah  ratnam  krsnam  sahayanam  If 

This  stanza  refers  to  both  ViSvamitra  and  Akrura.  Visvamitra  is 
of  a gentle  character  and  he  seeks  help  from  Rama  whose  compac- 
tion is  dark-blue  and  who  is  accompanied  with  his  brother.  Akrura 
is  a friend  of  all.  He  takes  Balarama  and  Krsua  to  Madhura.  Then 
both  the  parties  come  on  the  stage  and  they  start  withparonomastic 
conversation. 


(li)  Poems  with  more  than  two  themes 

There  are  trisandhana  poems  like  the  Raghavapaijdavayadaviya 
of  Rajacudamani  Dixita,  the  Yadavaragbavapandavtya  of  Ananta- 
carya,  a Trisandhana  of  Cidambara  Kavi  and  another  Trisandhana 
of  Gbana&ama  (-a  king  of  Taujore)U«  and  so  on.  There  is  a 
Calussandh&nakavya  known  as  Nalayadavaraghavapandaviya.  The 
Paficakalyanacampu  written  by  Digambarakavi  gives  five  themes 
based  on  the  marriages  of  Rama,  Kr?pa,  Subrahmaoya,  Vi  sou  and 
Siva115.  There  are  iwo  Saptasandh&nakavyas  and  one  Caturvim  - 
satisandhinakavya.  The  first  stanza  ofCidambarasumati ’s  Rfigha- 
vapapdavayadaviya  expresses  ten  meanings: 


112  Vide  History  o!  Sanskrit  Literature,  pp,  137-138. 

113  Nrsiihhanaimsiikavirvimtali  \idvmmude  raghavayadav-lyammojvakm  ndta- 
fcamaratana:  Ms.  O.  R.  1.  Mysore. 

114  Vide  the  article  ‘ Anekasandhanakavyas'  of  Dt.  V.  Raghavan:  Same  as 
above  Fn.  No.  102. 

115  Same  as  above  Fn.  No.  97. 
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Vdftcavo  r a cay  a tit  sa  vadantaranga  m 

Gdngeyah  sarasanayodayam  dadhanah  I 

Satydpto  budhakulamaulibandhurojah 

Sriramah  sutagurumanambjahamsah  II 

The  commentator  who  is  no  other  than  the  poet's  owr  father  says 
that  in  this  stanza  Brahmai , Vispu,  Siva,  Kumara,  Srirama,  Bala- 
rama,  Parasurama,  Manmatha,  Aja  and  Bhl§ma  are  described: 

Caturmukha&rl pat  i cc  n dradekhara- 
S§adanano  (UiSarathirhafcyudhah  \ 

. . Bhrg  va tmajdh . srl tanujdjajdhna  vi- 

Sutd  da&aite  krama&o* trdvarnitah  II 

Dr.  V.  Raghavan  givesthe=  reference116  of  a stanza  written  by 
Somaprabhacarya  that  yields  hundred  meanings;  and  he  gives 
the  reference  ^7  of  a phrase  ot  three  words,  Rdjdno  daddte  saukhyaih 
of  Samayasundaragani  from  which  eight  lakhs  of  meanings  are 
extracted  and  that  is  known  as  A$talaksdrthl  or  Artharatn&valZ. 
Of  course,  this  is  not  a fulfledged  long  narrative  poem  of  many 
themes.  But  it  is  a very  rare  example  of  ingenuity  displayed  by 
any  author  of  even  sententious  poetry.  This  can  really  have  very 
little  aesthetic  effect  and  an  absurd  creation  of  pedantry  inspite 
of  its  metrical,  grammatical,  figurative  and  logical  accuracy  which 
may  be  established  by  an  extraordinary  ingenuity.  But  it  is  worth 
mentioning  here  for  establishing  the  omnipresence  of  paronomasia 
in  Sanskrit  compositions.  Siidh  compositions  have  no  place  in 
the  Sdstras  or  scientific  literature  in  any  language  of  the  world. 

(iii)  Vilomakavyas 

Vilomakavya  is  another  variety  of  the  anekasandklnakavyo. 
In  this  kind  of  poerty  the  verses  relate  one  story  when  read  from 
left  to  right  and  tell  another  story  when  read  from  right  to  left. 


116  Same  as  above  Fn.  No.  102.  The  reference  is  vii-viii  ‘Introduction  to 
Kumarapalapratibodha,'  Gos,  XI V. 

117  The  reference  is  AK.  No.  1353  extraei  p.  1 19. 
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Therefore,  they  are  known  as  gdtapratyagatakavyas.  They  require 
necessarily  the  hardest  possible  labour  on  the  part  of  a poet.  Bhfiravi 
may  be  said  to  be  the  founder  of  this  style.  See  his  verse: 

NiiMsirato’bhiko  nyejate'marana  rued  I 
Sarato  na  virodhi  ruth  svabhaso  bharavunuta  ||H8 

teii  is  this  stanza  is  an  address  made  by  Kartikeya  to  the  soldiers 
of  Lord  Siva,  who  are  in  the  guise  of  the  mountaineers.  They  are 
immortal.  Their  lustrous  euemy  is  fearless  and  he  is  enjoying  with 
his  sharp  sword.  He  is  of  handsome  personality  and  he  is  not 
shaken  by  their  might.  So  they  too  are  asked  to  maintain  their 
courage.  If  the  same  stanza  is  read  from  right  to  left  it  makes 

anfifhftr  vpr c/s  • 


Tanmdrabhaso  bhcis vanadhlro ’ vimtoram  I 
Cdrund  ramatejanye  ko'bhtio  rasitittini  || 

Here,  it  makes  a perfect  praise  of  Arjuna.  That  lustrous  one  wears 
a glittering  armour.  He  is  a courageous  one.  His  chest  is  unbent, 
e enjoys  the  battle-field  wherein  the  sound  of  weapens  itself  brings 


_ AI1  the  rtowteyyas  are  in  the  same  style.  For  an  example 
see  a stanza  from  the  Rama kfsna vi lorn akSvya  of  Sfiryakavi 

Tbm  bhUsuidmuktimudarahasam 
Vandeyatp  lavyabbavarii  dayasrifi  | 

Snyddavam  bhuvyabhaloyade vam 
San  hdr addm uktifnutdsubhutan  II 

-lam  to  salute  to  the  auspicious  one  who  took  an  incarnation 
>th  grand  mercy,  who  is  endowed  with  solemn  smile  and  from 
whom  Sits  is  released.  I salute  to  Sri  Kr.yna  who  is  more  lustrous 
than  the  sun  as  well  as  the  moon.  He  killed  (PutanS)  to  give  sal- 
vation to  an  individual  soul. 


1 1 8 Kiratarjaniya,  XV.  23. 

119  Saras wa!i  Mahal  Library,  Taryore,  Ms.  T.  D.  549/3845 
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E.  V.  Viraraghavac&rya  in  his  essay  on  Dvyartki  and  Tryarthl 
K&vyasW  gives  the  title  of  six  vilomakavyas . They  are  Yadavard- 
ghavlya , Raghavapandaviya,  Raghavayddaviya , Ramakrananloma- 
kdvya,  Nalaharicandrodaya  and  Rasikarahjana. 


(iv)  Remark 

The  bahularihins  and  the  vilomakavyas  are  admired  in  no  way 
better  than  the  mah&yamakas.  Many  of  these  are  the  Jesuits  of 
the  boundless  ambition  of  exhibiting  the  mastery  over  lexicons  but 
not  at  all  the  results  of  an  intention  of  word-economy.  It  is  not 
in  accordance  with  the  grammarians’  maxim  that  they  like  brevity 
and  if  a short  vowel  is  saved  they  feel  of  a son’s  birth.  The  poets 
of  bahulartha- poems  and  vilomakavyas  appeal  to  the  brain  at  the 
cost  of  the  poetic  values.  No  doubt  the  appredatnrs  of  pedantic 
luxuries  find  their  heaven  in  this  kind  of  poetry  but  the  sahrdayas 
find  no  place  here.  A connoisseur  feels  that  this  kind  of  poetry  is  a 
fatal  effect  of  language.  Exceptions  may  be  there  but  this  is  the 
general  rule  with  reference  to  the  two  kinds  of  poetry  referred  to  here. 
But  the  virtues  of  pun  overhelm  its  misuses,  on  the  whole,  in  litera- 
ture as  a fine  art  in  Sanskrit.  But  in  all  cases  it  is  very  interesting 
to  a linguist  without  any  exception.  Like  sphotah  iabdo  dhvanih 
4abdaguruify  (sphota  is  a sonic  quality  which  is  called  Dhvani  or 
suggestion)  we  can  say  with  equal  force  and  greater  scientific  accuracy 
slesah  sabdo  bahularthavan  dhvanyatirikto  vagvisesah  (-Sleaa  is 
semantically  a multipronged  word  which  is  beyond  the  reach  of 
suggestion  as  a special  form  of  speech).  Dhvani,  as  Mahimabhatta 
irrefutably  establishes,  is  not  different  from  Ixiksanu  or  Anumitdrtha ; 
but  Slesa,  like  Lord  ISvara  with  his  power  of  Maya  (Yogic  power), 
creates  wonders  of  speech  that  outshine  or  constitute  the  essence  of 
many  gums  and  alankaras  which  go  beyond  their  established  lists. 
Anything  can  be  misused  or  used  well.  Similarly,  the  pun.  If  it  is 
misused  it  is  none  of  its  faults;  and,  its  all-pervasiveness  in  Sans- 
krit has  made  the  language  the  richest  linguistically  and  also  poeti- 
cally to  a great  extent.  It  shoots  more  than  two  birds  at  a shot  as 
we  have  seen  here. 


120  Vide  fn.  97  above. 
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Though  euphonic  splitting  is  at  the  root  of  the  yamak&laitkara 
it  is  the  nearest  cousin  of  pun.  And,  though  the  device  differs, 
the  resultant  compound  which  repeats  itself  has  the  same  form- 
identity  like  the  punning  word.  Its  dnsandhma  is  limited  to  a 
stanza  or  a part  of  it. 

No  Sabdalankara  is  a sound-figure  in  the  real  scientific  sense 
oi  the  word;  as  already  stated,  every  word  is  vagartha-samprkta 
(inseparably  combined  sound  and  sense)  as  Kalidasa  puts  it.  There 
is  no  sound  without  some  sense  or.  the  other  and  no  sense  which 
has  not  the  expressive  medium  of  a sound  in  every  language  of  the 
human  beings.  So  the  difference  made  both  in  yamaka  and  Sle?a 
on  the  basis  of  the  convention  is  artificial.  Every  word  in  a language 
is  sono-semantic;  the  power  of  both  the  sound  and  sense  are  inse- 
parably combined  by  usage.  Hence  English  Literary  Criticism 
has  not  committed  this  Sanskrit  fault. 

Expression,  indication  and  suggestion  are  reduced  by  our 
Dm&mas  to  the  first  two  only.  If  we  accept  this,  a ile?a  expresses 
or  indicates  multifarious  meanings  either  lexicographically  or  eupho- 
mcally  if  we  want  to  subsume  yamaka  also  under  the  pun.  It  is 
just  natural;  no  yamaka  is  a Mena  but  some  slesas  are  yamakas  as 

we  find  in  the  dual  or  quinqua-semantic  poems.  See  the  stanza 
of  BhSmaha: 

Sadhuna  sadhuna  tern  rajatd  rajatd  bhftd  | . 

Sahitahi  sahitam  kartum  sangatam,  sangatam  janam  ||i2i 

-The  kingship  (sa  rajata),  now  (adhuna),  is  accepted  by  the  lustrous 
and  noble  man  (r&jats  sadhuna  bhrta)  so  that  good  people  (sangatam 

janam)  may  keep  going alongtheir  path  (sangatam  sahitam  kartum) 

smoothly  (sahitam). 

(7)  PUN  IN  MISCELLANEOUS  LITERATURE 

AgajamnapadnvJrkam  gajananamaharnUam  | 

Anekadantam  bhaktdnam  ekadantamupdsmahe  l|  122 


121  Kavyulankara,  II.  {[, 

122  This  stanza  is  mentioned  in  the  Subhaaitaratnabbandagara,  (p,  2,  stanza 
3).  rn  Edn.  Nirriaya  Sagar  Press,  Bombay. 
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tt  is  a prayer  unto  Lord  Ganapati.  Contradiction  in  the  words 
agojdnam  and  gajdnana ; ekadanta  and  anehadanta  is  obvious.  Pun 
comes  to  help  the  devotee.  It  denotes  Girija  by  the  word  agajd„ 
and  splits  anekadantarh  as  anekadam+ttm.  And  in  this  way  pun. 
enables  to  the  devotee  to  pray  the  god  of  elephant-face  in  the  begin- 
ning of  all  functions.  The  lotus-like  face  of  his  mother  Girija 
blooms  at  his  presence.  He  is  of  single  tooth  but  his  boons  are 
hundreds. 

The  current  of  pun  is  seen  throughout  the  main  artistic  channels 
of  Sanskrit  literature.  In  this  language  there  are  many  other  varie- 
ties of  charming  streams  of  literary  Ganges  spread  in  all  fields  of 
human  life  and  pun  is  seen  there  producing  striking  waves  of  mean- 
ings. Pun  serves  as  a media  of  relating  the  intended  sense  in 
secluded  way  also.  It  is  seen  used  from  a seer  to  a lay-man.  Here 
arc  a few  examples  of  30m©  varieties  of  literacy  records  in  this  topic 
mentioned. 

* 

(i)  Pun  in  lyrics 

Lyrics,  in  Sanskrit,  start  their  career  from  the  Vedic  period 
itself.  Here  is  an  instance.  A son  is  born  and  the  father  is  supre- 
mely pleased: 

Angadangat  sambhayasi  hrdayddabhijdyase  I 

Atma  vai  putrandmdsi  sa  jiva  iaraddb  iatam  11123 

A son  is  born  with  the  heart  and  soul  as  well  as  the  physical 
limbs  of  the  father.  His  affection  finds  his  own  appearance  in  his 
offspring.  Therefore,  he  says  he  himself  is  the  son  and  he  wishes 
that  tne  child  may  live  hundreds  of  years.  It  is  a seer’s  wish  after 
his  own  heart.  The  divine  tongue  relates  something  more.  The 
word  dtman  paronomastically  means  the  Supreme  Soul.  The  seer 
finds  It  in  bis  son  and  he  feels  that  his  own  body  was  the  means 
of  Its  manifestation.  The  word  putra  means  a son  in  the  ordinary 
sense;  and  etymologically  it  means  one  who  gives  strength  by 


123  Taitt.  Ek&gnikanda,  2.11. 
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offering  food  etc.  and  one  who  protects  from  the  hell 124  as  well, 
in  the  following  hymn  it  is  described  that  the  Dawn  illuminates  the 
boundaries  of  all  the  sky,  dispels  the  darkness  and  shines  with  her 
husband: 

Vyurnvatx  divo  antd  abodhyapa 
svasoram  sanutaryuyoti  | 

Praminati  manwyd  yugani  yom 
jdrasya  cafyasd  \ibhati  ||125 

Here,  the  word  svasaram  means  night  that  passes  away  itself  (svaya- 
mcva  sarantim)  and  it  means  a sister  also.  The  word  jam  means 
tire  sun  (the  husband  of  the  Dawn)  as  well  as  a paramour.  Thus, 
punningly,  it  means  a lustrous  wife  who  brings  her  husband  to  the 
right  path  by  drivi.,g  him  away  from  an  inauspicious  contact  and 
enables  him  to  shine  in  the  society. 

Poets  are  always  seen  with  admirers  as  well  as  abusers.  Kali- 
dasa  was  not  an  exception  to  this  fact.  In  bis  Meghaduta  he  is 
found  responding  to  both: 


Adreh  Srngam  harati  pavanah  kimsUdityunmukhibb  ir- 
Dfxto  1 s ahaicakitacak  it  ark  mugdhasiddhangambhih  \ 

Sthanadas. ma  tsar  as  an  iculadu  tpatodaiimukhah.  khaih 
Dhignaganam  pathi pariharan  stfollahastavalepan  ll-U 

The  innocent  siddha  -ladies  are  amazed  to  see  the  cloud  because 
they  think  a peak  of  mountain  is  being  carried  away  by  the  wind. 
The  place  from  which  the  cloud  is  to  start  its  journey  is  full  of  sappv 
canes.  In  the  course  of  its  journey  the  cloud  is  alarmed  to  avoid 
the  massive  trunks  of  the  quarter-elephants.  The  poet  plays  on 
the  words  sarasa,  nicuta  and  dingnUga.  They  mean  Kalidasa’s 
loving  friend  ard  a criticizer  respectively.  Now,  the  stanza  means 
in  favour  of  his  poetry.  His  works  ore  considered  as  high  as  the 


124  ‘Putrah  paru  tr&yale  nipaiansdva  punnarakam  latastrayata  iti  va.’ 

- Nirukla,  2.1 1 . 

125  Bgvcda,  I.  92.11. 
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peaks  of  a mountain  and  they  are  simply  enjoyed  by  the  connoisseurs.  , 
The  word  sarasa  means  wet  as  well  as  loving.  A cloud  takes  its  form 
from  water  and  the  canes,  by  the  side  of  the  ponds  bid  good-bye  to 
it.  Loving  friend  admires  the  work  even  when  it  is  not  yet  released 
to  the  public.  The  abuser  (-Dingnaga  here)  criticizes  the  work 
though  that  is  liked  by  the  sahrdayas. 

The  Satakatraya  of  Bhartrhari  is  famous  in  Sanskrit  lyrics. 
The  manifold  experience  of  the  poet  pertaining  to  various  modes  of 
life  is  reflected  in  the  three  hundred  independant  varses.  Pleasing 
verses  are  Ihere  in  this  collection  with  striking  puns.  See  the 
words  denoting  precious-stones  and  planets  helping  the  pcet  parono 
mastically  in  expressing  the  erotic,  mood: 

Mukhem  candrakdntena  mahanHaify  siroruhaih  l 
Pfhiihhyaih.  padmaragabhyawt  reje  ratnamayiva  sa  1 1 126 

The  word  candrakanta  means  moon-stone  as  well  as  the  moon’s 
beauty.  Mahartila  means  the  dark-blue  precious-stone  cajled 
sapphire  and  so  was  the  lock  of  hair  of  that  paragon  of  Beauty. 
Padmaraga  means  ruby  as  well  as  the  reddish  ccmplection  of  lotus. 
Thus  the  poet’s  Beauty  appears  as  if  made  of  jewels. 

Guruna  stanabharena  mukhacandreva  bhasvata  I 
Sanaticarabhyam padabhyarn  reje  ratnamaylva  sa \\ni 

Her  breasts  arc  big.  She  shines  with  the  moon’s  face.  Her  feet 
move  slowly.  The  words  denoting  attributes  pvmningly  mean 
Jupiter,  the  moon  and  Saturn.  Thus,  the  poet  feels  that  she  is  the 
result  of  the  combination  of  planets. 

(ii)  Pun  in  stotrakavyas 

The  devotional  lyrics  are  called  stotrakavyas.  The  mythological 
events,  meditational  elements  and  the  stages  of  intense-contempla- 


126  &r&gara6ataka,  16. 
127.  Ibid,  17. 
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tion  (r&jayoga)  are  the  main  themes  of  this  kind  of  lyrics.  The 
commencing  period  of  the  stotretkavyas  is  linked  with  ASvaghosa, 
Because,  the  GapdistotragathS,  the  earliest  of  this  kind  is  ascribed 
to  him.  Afiva'ghosa’s  uses,  of  puns  are  already  seen  in  this  chapter 
only  while  dealing  with  the  mahakavyas.  The  Sflryasataka  of 
Mayurakavi  is  the  next  devotional  work  and  here,  puns  are  found 
predominantly  in  more  than  twenty  stanzas.  Some  of  them  are 
quoted  by  poetic  thinkers  beginning  with  Anandavardhana.  Here 
is  a verse  where  the  chariot  of  the  sun  is  compared  with  Garuda, 
The  words  express  attributes  applicable  to  both:- 

Yoktnbhutanyugasya  grasituniiva  puro  dandaiukandadham 

D vedha  nyastambuvaha vali vihitabrahatpdk?a viksepaiobhah  \ 

Savitrah  syandano'sau  niratiiayarayapnniidn&ruretya 

Ksepiyo  vo  garutrmmva  haratu  haricchavidheyapracorah  11— 64 

The  divine  chariots  do  have  serpents  used  as  ropes  to  tie  the  yokes. 
As  regards  the  sun’s  chariot  they  appear  a?  if  pulling  it ; and  in 
relation  with  Garuda  they  appear  as  if  being  swallowed.  Thus  the 
word  grasitum  gives  double  meaning.  The  chariot  of  the  sun 
divides  the  clouds  into  two  parts  and  with  them  it  becomes  splendid 
as  it  possessing  wings:  Garuda  does  the  same  but  scatters  the  clouds 
away  with  his  wings.  So  pun  is  there  in  the  word  vik§epa.  Both 
the  chariot  and  Garuda  are  admired  by  Arana  because  of  their 
high-speed.  The  speed  of  the  chariot  of  the  sun  depends  on  the 
moods  of  the  horses  whereas  the  movement  of  Garuda  depends  on 
the  will  of  Visnu.  Thus  pun  is  there  in  the  word  had. 

The  Saundaryalahari  of  Sri  Sankaracarya  is  the  most  remark- 
able stotrakdvya.  It  is  highly  esteemed  by  one  and  all.  It  attracts 
the  connoisseurs,  the  intense-contemplators,  the  followers  of  mysti- 
cal formularies  and  the  philosophers  to  the  same  extent  with  its 
poetic  beauty,  with  its  superb  exposition  of  all  the  divine  nature  of 
the  Universal  Mother  and  Her  Supreme  Form  of  Srlcakra,  with  its 
picturizational  aspect  of  mysticism  and  with  its  embodimenta! 
character  of  Truism  respectively,  tvery  stanza  of  this  venerable 
work  is  competent  of  all  these  meanings.  See  the  following  verse 
where  pun  is  in  the  key-position: 
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Bhavani  tvan  dase  tnayi  vitara  dr?tm  sakarunam. 

Iti  stotum  vaUchan  kathayati  bhavani  tvamiti  yah  1 

Tadaiva  Ivavi  tasmcti  diSasi  nijasayujyapadavlrn 

Mukwidabrahmetidrasphittomukutanirajitapadam  II— 22 

A devotee  begins  to  pray  the  Goddess.  He  utters  just  the  word 
bhavani.  The  Goddess  is  pleased  with  the  word  itself  and  bestows 
him  or  her  the  Supreme  Bliss  at  her  feet  illuminated  with  the  crowns 
of  Vispu,  Brahman  and  India.  The  word  bhavani  denotes,  at  first, 
a vocative  case  addressing  the  wife  of  Bhava-the  manifested  form 
of  the  Supreme  Power,  Punningly  this  word  denotes  the  first  person 
of  the  imperative  mood  of  the  root  bhu  and  that  is  how  the  Supreme 
Goddess  understands.  The  word  bhavani  is  construed  with  tvam. 
So,  it  means  the  principles  of  Tattvctmasi  and  Afum  brakmasm. 
The  Supreme  Bliss  is  attained  soon  after  one  realises  It.  bee 
another  instance  where  pun  is  all-pervasive; 


Vi§al&  kalyanl  sphutctrucirayodhyd  kuvalayalh^ 
Krpadhara  dhara  kimapi  madhura  bhogavatika  I 

Avantl  dr?t4ste  bahunagaravistaravijaya 

Dhruvarh  tattamSmavya vaharanayogya  vijayate  ll  49 


The  proper  names  of  eight  holy  cities  are  brought  to  mean  the 
adjectives  qualifying  the  eyes  of  the  Goddess.  The  word  rngara 
means  city  as  well  as  inseparable  glory.  The  eyes  are  glonous  for 
ever  and  they  are  comparable  to  the  eight  big  cities,  viz.,  Vitek 
Ralyaip,  Ayodhya,  Dhara,  Madhura,  Bhogavati,  Avanti  and 
Vijaya120  which  paronomastically  mean  that  the  eyes  are  b™*ened> 
auspicious,  lustrous  as  well  as  beautiful  and  unconquered  by  he 
lotuses,  productive  of  the  streams  of  mercy,  e«ra;ord manly  char- 
ming, long  as  well  as  blissful,  protective  and  victorious  respedively. 
Hereby  the  mystic  poet  directs  a devotee  towards  the  Mother  resid- 


128 

129 


Cf. 
&.  " 


jatra  ko  mohah  kali  tokak  ekatmmanupaSyatahr  Upa.  7 

ya  evartl  veda  aham  brulimdsmlti  sa  id*rh  servant  bhavnt . 

7 , — Braha.  TJpa.  1.4.10 


Visaia  - Badarlnath;  Kalyanl  is  a holy  place  between  Bombay  and  Nasic 
Bhogavatika = Amaravati ; Avanti  - Ujjaina;  Vijaya- V.jayanagara. 
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ing  in  the  above  mentioned  holy  places;  and  at  the  same  time  he 
directs  anintense-contemplator  towards  the  su?umnn-vein  describing 
its  due  characters. 

Pun  is  often  seen  in  the  Sahasranamastotras  also.  Here  is  an 
example  from  the  Lalitasahasranamastotra: 

Sunierumadhyairitgastha  intnaruwgararuiyika  1 

Cintamanigrhdntastha  pahcabrahmasanasthitS  II—  22 

The  Goddess  is  seated  on  the  middle  peak  of  the  Sumeru  mountain. 
Sumeru  means  the  muladharacakra  to  a Self -concentrator  and  it 
means  the  name  of  the  mythological  mountain  to  a devotee.  Sr%- 
manmgara  means  Srinagara  on  the  one  hand  and  Srlcakrdu 0 0n 
the  other  that  stands  Jor  macrocosm.  Ointdmani  means  precious 
stone  by  that  name.  It  denotes  the  source  of  various  powers  also. 
The  seat  of  Lalita  embodies  five  Brahmans,  i.e.,  Brahman,  Vir-ou, 
Rudra,  Isana  and  Sada&va.  On  the  other  hand  it  means  that 
i?rl  Lalita  as  Citkala  in  the  body  is  above  all  the  five  granthis,  viz., 
the  brahmagranthi  (which  is  above  the  muladham  and  the  swadhty- 
harta  ptexes),  the  vipnugranthi  (which  is  above  the  mayipura  and  the 
mahata  plexes),  the  rudragranthhi  (which  is  above  the  v isuddha 
and  the  ajha  plexes),  the  ^anagram  hi  (which  is  in  between  the 
djUacakra  and  the  skull)  and  the  saddMvagramhi  called  the  Sahasra- 
rapadma. 

The  number  of  the  stotrakavyas  is  very  large.  Generally, 
they  are  composed  with  suitable  words  to  mean  both  prayers  and 
mystic  principles.  So,  pun  is  the  inevitable  companion  to  a re- 
markable stotrakavya.  Still  the  stream  of  this  kind  of  poetry 
is  flowing  with  all  of  its  depth.  Tfie  Umasahasra  written  by  tnv 
great  sage  of  this  20th  century  is  a mile-stone  in  this  behalf.  See 
the  first  of  its  thousand  glorious  literary  pictures: 

Akhiluju%unmaiomn  lamasa  lapena  cakulanasman  I 

Anugrhnat  vanukatiipas udhardraya  hasitacandrikaya\  1 


\ 30  Vide  the  Gaudapadasutras . 


THE  ROLE  OF  PUN  IN  CLASSICAL  SANSKRIT  LITERATURE 


119 


The  venerable  commentator  KapaliSastrin  points  out  that  the  meta- 
phor, here,  is  enlivened  by  pun.*31  Umais  the  mother  of  the  whole 
world.  We  are  afflicted  by  darkness  and  intensive  pain.  The 
words  tarrns  and  tapa  mean,  punningly,  ignorance  or  illusion  and 
the  three  kinds  of  heat  ( adhibhautika , adhidaivika  and  adhyatmika} 
respectively.  The  heat  is  the  result  of  the  illusary  undertakings. 
Uma  is  prayed  to  be  pleased.  Beacuse  her  favourable  smile  acts 
as  the  nectarous  moon-light  in  dispelling  the  darkness  as  well  as 
the  ignorance  and  in  removing  the  pain  as  well  as  the  heat. 


(iii)  Pun  in  gnomic  verses 

The  gnomic  verses  are  in  lakhs  together.  These  are  the 
polished  verses  known  as  subhasitas  which  are  enlivened  by  the 
experiences  of  various  aspects  of  life.  The  subhasitas  grace  any 
speech  in  any  gathering.  These  are  said  to  be  one  of  the  subs- 
tances of  an  ideal  life  such  as  merit,  fame,  good  mannarism,  capa- 
bility of  undertaking  any  remarkable  work  and  so  on; 

• 

Dharmo  yado  nayo  daks.yam  manoharisubhasitam  I 

It  yack  gimaratmnam,  sangraht  navasidati  II132 

The  subhasitas  are  found  abundantly  in  epics  and  fables  like  the 
Pancatantra  and  the  Eitopadeda.  A number  of  collections  of  the 
polished  verses  of  various  authors  such  as  the  Subhd$itaratnabhan- 
ddgara  give  us  the  selected  ones  of  this  kind.  There  are  gnomic 
works  of  independant  authors  also.  Bhartrhari’s  Satakatrayam 
is  called  Subha$itatridati  and  it  is  the  first  of  this  kind.  The  Sadu - 
ktikarunOmfta  of  Sridharaddsa,  the  Suktimuktdvaii  of  Bilhana  etc. 
are  the  best  examples  of  this  kind  of  works. 

Pun  is  given  a wider  scope  in  the  subhasitas.  It  comes  in  a very 
simple  way  but  acts  forcibly  in  imprinting  the  thought  that  a subha - 
Site  conveys.  Here,  pun  serves  the  purpose  of  word-economy. 
See  the  following  verse  from  a famous  fable : 


131  Slesojjivitam  rupakamalahkarab  tenanupr&nitath  vastu. 

132  Subha^itaratnabhandagara,  p.  29/7. 
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Balasyapi  ravek  pdddk  patantyurasi  bhdbhrtam  I 
Tejasa  saha  jatanam  vayah  kutropayujyate  II 133 

Here,  pun  is  in  the  words  padah  which  means  the  feet  as  well  as  the 
rays,  bhubhrtdm  which  means  mountains  as  well  as  kings  and  tejas 
which  means  the  point  of  flame  and  lustre.  The  rays  of  the  sun,  as 
•soon  as  he  is  arisen,  fall  on  the  mountain-peaks  which  are'  cf 
thousands  of  years  old.  In  the  same  way  even  the  kings  are  influ- 
enced by  a very  young  man  but  brilliant.  The  spark  of  fire  may 
be  small  but  can  lighten  the  whole  world. 

Show  of  affection,  bribery  and  sorcery  are  the  means  to  get  any 
work  done.  No  man  is  there  on  earth  uninfluenced  by  atleast 
one  of  these  three: 

Snehena  bhutiddnena  krtah  svaccho'pi  durjanah  I 
Darpanaicumike  linh.an  karotyekomapi  d\  idha  1)134 

The  word  sneha  means  affection  as  well  as  oil  and  the  word  bhuti 
means  wealth  as  well  as  sorcerous  ash.  Dirtiness  finds  scope  even 
in  a clean  body  but  oiled.  Friendship  gets  any  work  done.  Friend- 
ship with  Wicked  persons  spoils  one’s  character  also.  Sorcerous 
ash  may  direct  one’s  mind  against  one’s  own  will.  Both  oil  and 
money  serve  the  purpose  of  bribery.  Darpana  means  a minor  and 
it  means  an  eye  also.  One  can  be  two  when  reflected  in  a mirror. 

If  the  edge  of  an  eye  is  pressed  one  thing  appears  to  be  two. 

A rat  and  an  abuser  are  mutually  compared  with  paronomastic 
words: 

Bahuniskapatadrohi  bahudhanyopaghatakak  1 
Randhranvesl  ca  sarvatra  dtitako  musako  yatha  II 135 

As  regards  the  rats  the  phrases  are  split  as  bahu-ynitka+pata+drohl 
which  means  the  tearer  of  very  valuable  cloths  unc^  bahu+dhanyd+ 


■ < 


133  Paficatantra,  I.  357. 

134  Sat&gadhar&paddhati,  371 , 

135  Sabhigitaratnabhandagara,  P.  54/13. 
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upaghatakak  which  means  the  destroyer  of  a large  quantity  of. 
grains.  • As  regards  an  abuser  these  are  split  as  bahu+niskapatadroln 
which  means  one  whose  behaviour  is  very  much  treacherous  towards 
the  innocent  people  and  bahudha+anyopaghdtakah  which  means 
harmful  to  others  in  many  respects.  The  word  randhrdnveH 
denotes  one  who  seeks  holcs-that  is  rat  and  the  other  who  seeks 
weak  points-that  is  an  abuser. 

JXvana  ordinarily  means  livelihood : it  means  water  also.  A 
poet  takes  this  punning  aspect  and  compares  a wicked  man  to  a 
bamboo  instrument  of  raising  water  and  holds  that  the  wicked  man 
must  be  its  brother: 

Jivanagrahane  rnamrdh  grhitvd  punarunmtdh  I 
. Kim  kanisthah  kimu  jyestha  ghatiyantrasya  durjandh  II136 

Young  wife  of  an  old  man  may  go  out  of  the  way.  The  father  of 
that  lady  is  scolded  for  because  of  his  wrong  selection  of  the  match. 
A clever  man  applies  it  to  the  fickleness  of  Lakaml-thc  goddess  of 
wealth; 

Yadvadanti  capa les vapa vddam 
Naiva  dUmnamidam  kamaldyaft  I 

Dusanam  jaldnidherhi  bhd vetla- 
Dyo,tpuranupuru$a,ya  da  don  talk  II157 

Purdnapurusa  means  Lord  Visnu  on  the  one  hand  and  a very  old 

man  oh  the  other. 

! / • • 

The  word  kapdlin  means  Lord  Siva  as  well  as  a begger.  Ratnd- 
kora  means  the  sea  and  a rich  man.  A witty  person  takes  use  of 
these  words  while  praising  a rich  man: 

A 'a  vidyayd  naiva  kitlend  gauravam 
Jamnurdgo  dhatiikesu  sarmdd  \ 

Kapalim  maulidfhtapi  jdhnavl 
■ Prrtydti  rnindkarameva  satvaram  ll1^8 


J36  Cited  in  the  kuvalayAnanda-25. 

137  Subbasitaratnabhandagara,  p.  63/22. 

138  Ibid,  65/12  - 
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Jdhnivl  means  the  Ganges-the  wife  of  Lord  f§iva  and  it  means  a 
proper  name  of  a lady  also.  Siva  has  given  a seat  to  the  Ganges 
on  his  matted  hair;  yet  she  joins  to  the  sea.  A beautiful  wife  may 
neglect  the  respect  and  love  of  her  learned  and  dignified  but  poor 
husband  and  may  approach  a rich  paramour. 

The  sun  moving  towards  the  south  pole  of  the  equator  is  seen 
streaching  his  rays  long  even  in  the  mid-day  and  therefore  found 
no  hot.  See  the  words  which  express  the  same  phenomenon  are 
denoting  a greedy  man  of  gifts  and  his  position  in  the  society: 

Daks  in  dddpravrttasya  prasdritakarasya  ca  I 
Tejastejasvino' rkasya  hiyate'nyasya  kd  kathd  II  ^9 

Dak§ina£d  means  the  southern  quarter  as  well  as  the  greed  of  gift. 
So  also,  prasdritakara  means  both  streached  rays  and  hands. 

If  somebody  says  ihat  old  age  makes  a man  indra,  Yama> 
Kubera,  Siva  and  Vi§nu  nobody  believes  it;  but  it  is  said  by 
a tSubhd$itakdra  and  proved  as  well: 

Satamanyum.  dandadharam  kuberamapi  iulirum  tathd  gadinam  l 
Kurute  jam  na  sd  kirn  kurydnnlrupamm  akam  manujam  II  140 

Satanumyu  is  Indra  and  also  a person  who  becomes  angry  hundreds 
of  times  in  a day.  Dandadhara  is  Yama  and  one  who  holds  a stick. 
Kubera  is  the  divine  treasurer  and  a man  of  withered  body.  Suiin  is 
Siva  and  a sufferer  from  internal  pain.  Godin  is  Vi§nu  and  a man 
of  diseases. 

Thus  Sleasa  in  general  is  a very  effective  element  in  gnomic 
literature  and  therefore,  here,  it  is  admired  by  one  and  all. 


(iv)  Pun  in  the  Quiz 

The  kuta  type  of  poems  and  the  prahelikas  constitute  the  quiz. 
These  are  meant  to  test  one’s  sharp-mindedness  and  knowledge. 


139  Sarngadharapaddhati,  397. 

140  Subh§$itaratnabhandagara,  p.  95/11. 
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The  quiz  creates  fun  that  certainly  enlightens  both  the  heart  and  . 
head.  Here  the  role  of  pun  is  supreme.  See  the  following  kata: 

Keiavath  patitam  dr?tva  drono  harsamupagatah  I 
Rudanti  kauravah  sarve  ha  ke&ava  katham  gated}  llM1 

Kefciva  died:  Drona  is  pleased:  but,  the  Kauravas  lament.  How? 
Pun  is  the  only  means  to  solve  this  problem.  Ka  means  water  also. 
Ke  is  its  locative  form.  Now  it  is  meant  that  a corpse  is  there  fallen 
in  the  water.  Drona  means  a raven  also;  and  that  eats  the  dead 
body.  The  word  kauravah  means  jackals  here;  they  feel  sorry  for 
they  are  unable  to  devour  the  corpse. 

See  the  katas  written  by  Srimanmi&a142 

Hato  hanumata  rarrnh-  slid  harsamupagata  1 
Rudanti  r&kfasafy  sarve  ha  ha  ratno  hato  hatah  11 


Rama  is  killed  by  Maruti : Sita  is  pleased:  the  demons  mourn  at 
the  death  of  Rama.  How?  This  puzzle  is  solved  as  soon  as  a 
is  prefixed  to  the  word  tamale.  Then  it  becomes  dramah  and  that 
means  the  ASoka-garden  in  Lanka.  Now,  Sita  s mirth  is  justified 
and  the  lamentation  of  the  demons  is  found  true. 


Another  example : 


EkadaSyaih  prayatnena  kartavyam  bhojanadvayam  I 
Ratrau  jdgaranah cai va  dine  ca  hariklrtanam  1 1 


EkadaM  is  a lunar  day  in  which  one  is  expected 'to  observe  fast. 
But  the  poet  says  to  take  meal  twice.  The  contradiction  is  re- 
moved when  it  is  construed  as  bho+jana,  dvayam.  kartavyam.  Now, 
it  means  that  the  person  before  is  addressed  and  asked  to  observe 
two  things,  i.e.,  praising  Lord  Visnu  during  day  ume  aud  spending 
the  night  unsiept  in  the  ehadoil.  In  the  aume  way  there  are  phrases 


141  S&rAgadharafcaddhati,  527 . 

142  1 GudhdlankrtiK  Ms.  No.  43420:  Saraswatl  bhavana, 
Varanasi. 


Sk.  Viivavidaylaya. 
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like  brahman o bhojanapriyah  to  be  split  as  br&hmanah+bho^ 
janapnyah-  that  means  addressing  a brahmin  loved  by  one  aind  all. 

Prahelikas  also  are  meant  to  test  the  intelligence  of  the  reader, 
oee  the  following  example: 


Vane  fata  vane  (yak id  vane  titfhati  nityaiafy  1 
Panyastrl  na  lu  sd  vetya  yo  janati  sa-pavdi'tah  I M3 

Vana  means  forest  and  vam  means  water.  Born  in  forest  and 

left  in  water— that  is  a boat.  It  is  paid  and  utilised.  Another 
example: 

Anekasufiram  vadyam.  kmtarn.  ca  wiscmjniiam.  I 
Cakrma  ca  saddradhyam  yo  Janati  sa  pandit  ah  II M4 

There  is  a fine  musical  instrument.  It  has  got  many  holes  and  it 
Is  Called  after  the  name  of  a sage.  It  is  always  enjoyed  by  one 
who  holds  a cakra.  A puzzle  is  asked  as  to  what  it  may  be.  Here 
\ddya  and  kanta  are  to  be  taken  as  vakdr&di  and  kakardnta.  The 
word  cakrin  means  a serpent  also.  Now,  the  answer  is  ready  and 
that  is  valmlka- an  ant-hill 

Such  puzzles  and  conundrums  are  common  to  all  the  human 
languages.  They  arc  a pastime  like  word-building  and  cross-word 
puzzles.  They  have  a place  in  social  recreation,  though  they  do 
not  pass  for  any  standard  classical  literary  pieces.  The  power  of 
the  pun  is  indispensable  in  composing  such  stanzas.  These  are 
given  here  as  examples  to  show  the  omnipresence  of  the  pun  in 
literature  as  a fine  art  in  Sanskrit.  This  shows  that  the  power  of 
semantic  multiplicity  is  possessed  by  almost  every  word  (even  if  it 
IS  only  in  the  form  of  a single  letter)  of  the  Sanskrit  Language  in 
which  every  noun,  as  believed  by  the  Etymologists  of  India,  is  born 
of  a verbal  root.  The  substantives  or  naman  includes  both  the  nouns 
and  adjectives  in  Sanskrit  Grammar  as  the  Greek  and  Latin  gram- 
matical  systems. 


1 43  &arngadharapaddhati,  32S0. 

144  Subh«aitaratoahhandflgara,  p.  184/5. 
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(v)  Ekaksarabandha  and  etc*. 

The  Diction  (ban dha)  beginning  with  ekdksara , dvyak$ara> 
tryak§ara  and  ending  in  sarvatobhadra  (vtfta),  again,  depends  upon 
the  paronomastic  power  of  Sanskrit  word  and  sentence.  Bdna- 
bandha , musalabandha  etc.  are  also  examples  of  the  dictional  skill 
based  on  pun.  The  Alahkarikas  in  their  works  give  examples  of 
one-lettered,  two-lettered  and  other  fixed  numbered  compositions, 
in  addition  to  the  bdna.  musala  and  other  battdhas.  The  following 
is  an  example  of  two-lettered  bctndha : 

Surih  surdsurdsdri sarah  sdrasasdrasah  I 
Sasdra  sarafify  sirl  sctsur&h  sa  sur&rasi  II145 

— Balarama  (sir!)  who  is  fond  of  wine  (surarasl)  and  who  is  learned 
(surib)  and  who  has  influenced  both  gods  and  demons  with  his 
valor  (surasurasaris&rah)  went  (sasara)  to  the  lake  (sarasib)  full 
of  cooings  of  birds  (sarasasarasab)  along  with  his  beauty  queen 
(sasurub). 

* 

See  an  example  of  single-lettered  composition: 

Na  nonanunno  nunnono  ndnd  nananana  nanu  1 
Nimno'nutmo  nanumeno  rnnend  nwnanumanut  II146 

-O  you,  possessing  many  types  of  faces  (nanananab),  he  is  not  a 
man  (na  na)  praised  by  cowards  (unanunnab).  He  differs  from 
human  beings  for  he  is  bereft  of  short  comings  (nunnonab  na  ana). 
When  the  master  is  not  hurt  the  injured  (servent)  is  as  good  as  unin- 
jured (nanunnena  nunnab  anunnab)-  Though  injured  (nunnab) 
he  (Arjuua)  appears  uninjured  (anunnab)  and  therefore,  there  is  no 
sin  in  injuring  this  person  who  is  already  hurt  (nanena  nunnanunna- 
nut). 

A sarmtohhadravftta  of  Bharavi  runs  as  follows: 

Devdkdnini  kdvdde  vdhikdsvasvakdhivd  I 
Kdkdrebhabhare  kdkd  nijvabhavya  vyabhas  vani  ||H7 

145  Kavyadar6a,  III.  94. 

146  Kiratarjunlya,  XV.  14. 

147  Ibid,  25. 
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-It  (the  battle  field)  inspires  the  divine  beings  (kanini\/kan):  they 
make  sounds  of  exclamation  (Vkan),  There  was  just  a little  scope 
for  quarrelling  (kav&de).  The  heroes,  according  to  their  nature, 
attack  enemies  when  they  hud  opportunities  on  the  battle  field 
(vahikayS  asvak&n  v&hikasvasvakah&b)  which  is  filled  with  the 
ichor  of  elephants  (kakara  is  from  kam— madodakam : kfikare 
ibhabhare)  and  in  which  the  defamed  cowards  (kaka  iva  nisvafc) 
and  the  lustrous  heroes  (bhavyab)  both  engage  in  fighting  whole- 
heartedly (vyabhasvantab). 


PART  TWO 


PUN  AS  A THEORY 


CHAPTER  V 


VRTTYANEKATVASCCAKASLESA 

(-FUNCTIONAL  PUN)  • 

Anandavardhana  finds  it  essential  to  show  distinction  between 
pun,  as  an  alankara , and  a few  varieties  of  suggestive  sense.  . Because 
a vast  portion  of  Sanskrit  literature,  where  he  recognizes 'iabda&a- 
ktimftladhvani 1 possesses  double -entendre  indispensably.  Pun  as 
a concept  had  already  shaped  its  form  before  him  whereas,  he  had 
to  establish  Dhvani  the  theory  of  suggestion  proving  its  ali-pervasive 
nature  in  what  is  called  the  best  type  of  literature.  Suggestive 
sensois  possible,  as  the  founder  establishes,  from  two  sources,  viz., 
indicative  sense  - lak$yartha  and  expressive  sense  - abhidhartha 2. 

Generally,  dhvani  or  suggestion  is  dealt  with  at  length  ,with 
reference  to  the  words  of  individual  stanzas  or  sentences.  It  is 
dealt  with  reference  to  the  concept  of  prabandharasa  also  in  every 
composition  of  a reasonable  length.  The  school  of  Dhvani  establi- 
shes three  powers  of  words -expression,  indication  and  suggestion 
of  which  the  third  one  is  called  dhvani  and  that  is  said  prevailing  in 
the  best  type  of  compositions.  Suggestion  is,  mainly,  of  three 
kinds  confined  to  three  factors,  viz.,  vastu  or  substance,  alankara 
or  figure  of  speech  and  rasa  or  sentiment.  Anandavaidhana  places 
Kasadhvani  above  Vastudhvani  and  Alank&radhvani.  His  emphasis 
on  Rasadhvani  alone3  implies  that  every  dhvanipradhanakavya  cannot 
be  the  best. 


1 ....  tatpunarapi  Sabdaiaktimuio  dhvanirniravakasa  ityaaahkya  idamuktaik. 

— Dhvany&loka,  II.  21  vrtti. 

2 Asti  dhvani h.  Sa  ca  asau  avivak^itavacyo  vivaksitanyaparavacya&eti 

dvividhah  sam&nyena.  — Ibid,  I.  13  vrtti. 

3 Vyahgya\yafijakabh&vesmin  vividhe  saifabhavatyapi  I 

Rasadimaya  ekasmin  kavib  syadavadhanavan  II  —Ibid,  IV.  5 

Cf rasadhvaniriti  sa  eva  mukhyatay&tmeti.  -Locana 

to  Dhvan.  I.  4. 
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The  fundamental  symbolic  nature  of  articulate  sentences 
■which  are  called  words  in  AlankaraSastra  and  which  do  not  voilate 
the  rule  Vdkyam  sydt  yogyatd -dkdmk§d-dsat tiyuktah-sentence  is 
an  accumulation  of  words  of  competent,  desirous  and  concordant 
meaning  of  a thought  is  nothing  but  paronomastic  by  view  of  theiT 
pluralistic  semantics.  Pluralism  alone  gives  room  for  discussion 
whether  in  k&vya  or  4astra.  Pun  stands  for  the  pluralism  in  the 
power  of  the  words,  sentences  and  of  an  entire  composition.4 5  The 
permissibility  or  otherswise  of  superimposing  a symbolic  meaning 
or  meanings  on  a word  in  order  to  make  it  articulate  is  determined 
by  usage  an d traditi on  or  convention . Every  new  attempt  to  break 
such  a convention,  if  sensible,  does  not  really  break  it  but  only 
apparently  does  so  in  order  to  make  the  capacity  of  a word-symbol 
richer  in  signification.  The  EkaksaiakoSa  in  Sanskrit,  if  applied 
to  the  words  of  a sentence,  can  yield  meanings  which  may  appear 
fantastic  to  a reader  with  reference  to  his  idea  of  the  context  found 
in  a literary  composition.  Hence,  both  the  Dhvanivdda  and  the 
Sphotayada  overshadowed  the  Sletaviidcfi  as  they  did  in  the  case  of 
Atankdravdda  by  giving  very  narrow  meanings  to  the  terms  Mesa 
and  alankdra  as  time  .went  on. 

When,  once  one  accepts  more  than  one  power  of  conveying 
meanings  it  matters  little  if  one  calls  it  dhvani  or  Me§a- punning  power 
of  that  word-  All  words  which  are  capable  of  conveying  three  senses 
can  be  conveniently  classed  under  the  genus  pun  or  paronomasia- 


4 Say  for  example  the  allegorical  compositions  like  that  of  Sathsdrakupa 
described  in  the  Mah&bh&rata  and  like  the  Pilgrirhs  Progress  of  John  Bunyan : 
and  see  Prabcwdha6le*a  shown  in  the  VI  chapter  of  this  work. 

5 See  what  Darujin  thought: 

Sle$ah  sarvasu  piifndti  prdyo  vakroktivu  Sriyant  I 

Bhirvtath  dvidhti  svabhdvokti  vakrokti&ceti  vdnmayaih  II  — KSvyfidarsa,  11.363 

Here,  artistic  speech  (vakrokti)  means  poetry.  Scientific  literature  and 
natural  descriptions  arc  meant  by  the  word  svabhdvokti.  The  theoiy  of  Slega 
is  more  akin,  to  the  Sabdabrahman  than  the  theory  of  Sphota  because  the 
former  stands  on  a par  with  all  the  meanings  of  the  latter  as  expounded  in 
grammar  and  poetics:  and  the  denotation  of  the  former  is  more  compre- 

hensive than  the  latter.  The  6 leg  a- theory  is  dearer  and  less  confusing  und 
precise  than  the  Sphota-theory  in  its  definitive  aspect  of  the  Anviiabhidhd- 
navtda. 
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* It  is  more  proper  to  call  such  words  paronomastic  than,  as ‘those 
possessing  three  powers.  Because  the  three  powers  convey  three 
meanings  whereas  the  paronomastic  power  of  a word,  some  times, 
can  convey  more  than  three  meanings  also.  The  nominal  function 
of  pun  is  not  mere  nominal  semantically.  Nominalism  is  verbalism. 
The  poetic  thinkers  who  attribute  suggestive  power  to  the  mere 
verbal  or  auditory'  aspect  of  every  articulate  sound  are  refuted  by 
Mahimabhatta  who  establishes  that  there  is  no  word  conveying 
meanings  other  than  expression6  and  what  is  called  suggestion  or 
dhvant  is  nothing  but  inference  (anumdnasyatva  sqftgaechale).  A 
meaningless  word  is  only  a sound  in  the  sense  of  physics.  Meaning 
is  the  function  of  articulation  that  sounds  axe  subjected  to  by  the 
Homosapiens.  The  word  pun  has  two  meanings-(  1)  to  play  upon  the 
words;  (2)  to  harden  the  ground.  Here,  the  second  meaning  is 
inapplicable:  and  the  first  meaning  is  taken  as  yielding  double- 
entendre semantically  throughout.  The  word  Mesa  is  derived  from 
4li$  which  means  (1)  to  embrace  and  (2)  to  bum.  It  is  in  the 
first  sense  that  the  word  is  used  here.  In  literature,  the  word  is  a 
word  became  it  is  articulate  sound  or  it  has  sense  or  it  is  meaningful. 
The  word  power  of  pun  (Me?a)  embraces  more  than  one  object. 
Pun  acts  as  a connecting  link  between  two  or  more  meanings  which 
are  not  empirically  connected.  In  all  the  three  capacities  of  a word 
(expression,  indication  and  suggestion)  pun  is  conspicuously  seen. 
The  capacity  of  a word  to  yield  three  meanings  in  a given  context  is 
nothing  but  Mesa  as  a principle  that  can  be  called  as  Vrttyanekatva - 
sucakaMesa  or  functional  pun. 

(1)  FUNCTIONAL  PUN  OWING  TO  SUGGESTIVE  SENSE 
THROUGH  INDICATIVE  SENSE 

The  Dhvanikara  calls  suggestion  based  on  indication  as  aviva- 
ksitavdcyadhvani.  Here,  it  is  said  that  the  expressive  sense  looses 
its  significance.  It  is  presupposed  that  pun  is  seen  invariably  with 
the  primary  sense  of  words  employed  in  a composition  and  there- 
fore, as  generally  understood  hitherto,  there  is  no  scope  for  pluming 


6 Svarthnbhidh&nam&ttaretia  vyapdruntaruMpapatterupapadayisyam&ryatvat. 
(fcabdakhandana)  Sarvaevaftt  tabdo  vyavah&rah.  (Vyanjan&khandiiana) 

— Vyaktiviveka,  I. 
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words  whoever  indicative  sense  is  found  prevailing  in  implying  the 
intended  idea.  But  it  is  not  so.  According  to  the  established 
theory,  the  occurrence  of  indicative  sense  is  on  the  basis  of  certain 
motive  or  usage  where  some  unexpressed  meaning  is  superimposed 
owing  to  the  unsuitability?  of  the  expressed  sense  in  yielding  the 
desired  idea.  We  shall  take  this  principle  granted:  but  even  then, 
one  may  observe  that  the  indicative  sense  itself  becomes  parono- 
mastic.  For  an  instance  the  phrase  gangaydm  ghovah  if  is  to  mean 
the  proximity  of  the  current  of  the  Ganges  it  would  haye  been  said 
gangatate  ghosah.  But,  here,  the  punning  aspect  of  indicative  sense 
is  desired.  The  phrase  indicates  that  the  hamlet  is  situated  very 
near  to  the  current  of  the  river.  And  further  it  is  indicated  parono- 
mastically  that  the  hamlet  is  beautiful  and  there  is  abundant  water- 
supply  in  the  hamlet.  We  find  the  suggested  properties  of  the  Gan- 
ges such  as  coolness,  holiness  and  so  on  coalesed.  In  case  where 
indicative  sense  is  found  single  there  too  pun  alone  is  the  predomi- 
nant one  owing  to  the  two  functions,  expression  and  indication  just 
as  the  two  faces  of  a single  coin. 

Suggestion  through  indication,  as  Anandavardhana  says,  is  of 
two  varieties,  viz.,  arthanatarasemkramitavdeyadhavani  and  atyan- 
tatiraskrtavdeyadhvani .7 8 9  In  the  former,  the  expressive  sense  is 
amalgamated  with  new  sense.  In  the  phrase  ramo'smi  sarvam  saheQ 
the  word  ramz  means  much  more  than  what  it  denotes  and  the 
punning  power  of  the  indicative  sense  of  the  word  suggests  the  series 
of  misfortunes  that  Rama  had  come  across  in  the  course  of  his 
life  on  the  one  hand  and  his  supreme  position  in  the  kingdom,  i.e.. 


7 Cf.  Mukhyartbabadhe  tadyoge  rucjhito’lha  prayojanAt  I 

Anyo’rtho  lak&yate  yat  sa  laksanaropita  kriya  \\  — KavyapraknAa.  If.  9 

S Arthjtntarc  saakramitaik  atyaaataik  vtt  tiraskrtaih  I 

Avivakf?itavocyasya  dhvancrvacyarii  dvidbS  raata*  11  — Dhavan.  LI.  1 

9 Snigalihatydmalakdntiliptaviyato  velladvaldkaghan&h 
Vdtdh  6lkaflnah  payoda mhfdd m&nandakeka h kaldh  I 
Kamarh  santu  dfAharh  kathorahrdayo  ramo'smi  servant  sake 
Yaldehi  tu  kathathbhaviiyati  ha  ha  ha  devi  dhira  bhava  fl 

— cited  by  Anandavardhana  in  Dhvan.  II. 
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jiis  unequalled  social  status  that  made  him  unable  to  express  his 
^aguish  before  anybody  on  the  other.  Likewise,  the  phrase  kama- 
0„i  kamaldni -lotuses  become  lotuses  found  in  the  verse- 

fadajdyante  girna  yadd  sahfdayairgrhyante; 

Jtavikirandnugrhltdni  bhavanti  kamaldni  kamaldni. 

fails  to  convey  the  motive  in  its  expressive  sense.  The  incompati- 
bility of  the  primary  meaning  gives  scope  to  indicative  sense  that 
they  become  real  lotuses.  The  capacity  of  the  double-entendre  of 
the  indicative  sense  suggests  that  one  can  manifest  one’s  real  ability 
jf  there  are  proper  opportunities  and  healthy  encouragements  as 

vvell.  • .......... 

• * . ....  * 

Atyanlutiruskria vucyadh vani  is  said  to  be  found  where  the 

expressive  sense  gets  itself  destroyed.  For  example ; 

4 Ert yisankrdntasaubhdgyasiusdraw tamanda lah  I 

tfiMvdsaadha  ivddarfaScandrama  na  prakadate  ||U>  . , 

-fhe  effect  of  the  expressive  sense  in  the  word  andha  found  in  this 
$tanza  is  completely  neutralized  because  a mirror  cannot  become 
blind;  and  it  is  indicated  that  the  mist  of  sigh  has  obscured  the 
j^iirror.  Further,  the  indicative  sense  in  the  phrase  the  mirror  is 
extreinely  blind  paronoraastically  implies  that  the  mist  there  is 
extremely  thick.  See  another  example  cited  in  the  Dhvanyaloka: 

* 

Suvarnapuspaih  prthivlTh  dnvanti  puru#astrayah  \ ... 

&Hra&ca  krtavidya&ca  ya&ca  jdndti  sewtum  ll 

jjere  suvarnapuapa  indicates  punningly  wealth  and  feme.  The  earth 
never  produce  flower  of  gold;  therefore, the  indicative  sense 
*fnplies  properties  such  as  lands  and  funds:  it  implies  fame  also 
because  like  gold  that  remains  for  ever.  Such  examples  can  be 
ted  in  hundreds,  if  necessary,  from  other  Sanskrit  literary  sources. 

V'*  i 


j 0 Raniayana:  Araflyakapda,  XVI.  13.  &.  cited  in  Dhvan.  II. 
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2)  FUNCTIONAL  PUN  OWING  TO  SUGGESTIVE  SENSE 
^ WITH  EXPRESSIVE  SENSE : 

A Precious  diamond  glitters  with  manifold  rays  of  various 
colours;  so  also  a good  composition  conveys  expressive  sense  along 
with  some  striking  suggested  ideas.  Functional  pun  owing  to 
tWo  capacities  of  a composition,  expression  and  suggestion,  stands 
equal  to  the  glittering  capacity  of  a diamond. 

Suggestion,  based  on  the  expressive  power  of  words  is  termed 
as  vivateitanyaparavacyadhvani  which  covers  a.  large  numbs r of 
literary  portions  where  a connoisseur  is  supremely  enlightened. 
Even  from  the  point  of  view  of  the  Dhvani -theory,  pun  finds  scope 
here  abundantly.  This  vivaksitdnyaparavdcya  is  of  two  subdivi- 
sions.11 The  first  one  and  the  foremost  important  one  of  all  types 
of  suggestive  sense  is  asmldksyakrama  where  a sentiment  or  a mood 
or  the  like  is  suggested  simultaneously  with  the  expressed  sense. 
Pun  may  come  here  by.  denoting  certain  factors  pertaining  to  differ- 
ent objects  to  make  a rasa  or  a bhava  more  effective  and  graceful. 
The  following  verse  is  cited  by  Anandavardhana. himself: 

• Raktast  vam  na  vapa  Ua  vai  mhamapi 
• Slaghyaiah  priydya  gmai- 
Stvdmdydnti  Silltoukhah  smaradhanu - 
rmuktdh  sakhe  mdmapi  I 

Kantdpadataldhatistava  mude 
tad  vanmatnapydvayoh 
Saryaih  tulyama&oka  kevalamaham 
dhatrn  miokah  krtah  I!12 

Here,  the  subjects  qualified  are  proved  similar  and  the  words  deno- 
ting them  arc  not  par  onomastic.  • The  attributes  through  the  words 
of  double-eatendre-mfaarit  and  Mlzmukhd^  qualify  both  the  lover 
and  the  reddish  a-fofoj-tree  simultaneously.  According  to  Bh&maha, 


1 1 Asatfclakeyakramodyotah  kramega  dyotitab  parab  1 

Vivaksit&bhidheyasya  dhvaneratma  dvidho  matab  II  —D  ha  van.  II.  2. 

12  HanumannStaka,  V.  34.  1 . 
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here,  we  find  hetuilitfa.1*  It  is  but  natural,  one  finds  one’s  own 
mood  with  the  Nature  and  this  is  depicted  by  the  poet  with  the  help 
of  pun. 

The  second  division  of  vi vak§iidnyaparamcyadh vani  is  sarklak ?- 
yakrama  where  there  is  some  interval  of  time  between  the  comprehen- 
sion of  the  expressive  sense  and  the  suggestive  sense.  Once  again, 
it  is  of  two  types,  viz.,  4abda6aktim#la  anurananarupadhvani  and 
arthdaktimud  anurananariipadh  \an  i based  on  words  and  meanings 
respectively,  l* 

The  first  one,  suggestive  sense  through  word  power,  is  exclusively 
based  on  pun.*5  The  following  stanza  is  an  instance  of  this  type: 

Atandracandmbharam  sarnuddipitamanmathii  I 

Tdrakdtarala  dyamd  sdnandam  na  karcti  karn  1 1*6 

Here,  the  word  dyamd  primarily  denotes  a.  beautiful  maiden  who 
bears  a bright  moon-shaped  ornament  on  her  head,  who  is  kindled 
with  love  and  whose  e3'e-balls  are  tremulous.  The  expressive  power 
illumines  another  object  and  that  is  Night  which  kindles  love  with 
the  shining  moon  and  the  twinkling  stars  on  the  sky.  Thus,  a stri- 
king standard  of  comparison -uparmna  is  presented  and  the  resultant 
is  a simile.  This  pun  which  presents  ultimately  a simile  is  not  a 
mere  external  embellishment  as  found  in  Sarvadomadhava  but  it  is 
the  body  itself:  for,  here,  the  upamdnavastu  is  conveyed  through  the 
illuminant  words  meant  to  denote  the  adjective  of  the  relevant. 
And,  therefore,  Anandavardhana  calls  such  a pun  arthaksiptopamdJ1 
Here  is  another  example  of  suggested  simile  through  word-power: 


13  Vide  *. ..  ,ata  eva  heiu4le?o'yaih . . . — Locana. 

14  Krameija  pr&tibhatyStma  yo’sySnusvanasantubhah  I 
6abdartha2aktimulatv»t  so’pi  dvedha  vyavasthitah  II  — Dhvany&loka,  II.  20 

15  See  the  section  9 in  the  II  chapter  above. 

16  Cited  in  the  K&vyaprakSAa,  IV.  73 

Cf.  will!  Unnatah  proHasaddftdrafy  kalaguruma&masah  l 

Payodh arab haras l un  vytib  karfi  na  cakre'bhllCUir^arh  li 

Cited  by  Anandavardhana  io  the  Dhvan.  II 

17  Vide  DUvinyfiloka,  II.  21  Vftti.  • . 
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Aviralavigaladdanodakadharasiktadlmranitalah  1 . 

Dhanadagramahitamurtih  jayatitararh  s&rvabhaumo'yarh  1 1 18 

This  stanza  is  in  praise  of  a king  who  is  honoured  as  the  foremost 
among  donors  as  he  has  kept  up  his  land  constantly  wet  with  the 
water  sprinkled  to  the  things  of  gift.  The  word  sarwbhauma  is 
the  name  of  the  northern  quarter-elephant  also;  moreover,  the  words 
danodaka  denoting  ichor  and  dhanadagramahita  denoting  the  high 
regards  of  Lord  Kubera  make  suitable  attributes  to  this  after-flashed 
object.  So,  the  paronomastic  words.,  here  present  to  us  an  arihti~ 
ksiptopamd. 

There  ore  ample  instances  of  pun  suggesting  figures  like  virodha - 
bhdsa. 

Yatra  mdtangagdminyah  &lavatyaica  gauryo  vibhavaratd&ca 

6 y amah  padmaraginymea . . . .pramaddh  M 19 

The  ladies,  here,  having  sexual  intercourse  with  the  untouchables 
are  said  of  pure  conduct:  they  are  the  daughters  of  the  Himalayas 
but  attached  to  other  than  Lord  Siva;  they  are  black  and  they  are 
red  too.  Here,  it  is  a beautiful  pun  found  in  the  words  mdtangagd- 
minyah, gauryak , vibhavaratdh,  tyamdh  and  padmaragmydh  and 
here,  it  suggests  that  the  ladies  are  possessing  the  gait  of  elephants; 
they  are  white  and  attached  to  luxury;  they  are  beautiful  and  decked 
with  rubies.  Thus,  the  contradiction  becomes  just  apparent  one 
owing  to  the  word-power.  And  this  apparent  contradiction  is  not 
conveyed  by  the  denotative  power.  The  following  is  an  expressed 
virodhabh&sa : 

Sd  bald  vayamapraga Ibha vacasah  sd  stri  vayarn  katardk  II20 

-She  is  a maiden  but  we  are  stupid-tongued ; she  is  a woman  but  we  are 
timid.  Here,  the  quality  found  in  reverse  is  conveyed  through  direct 
expression. 


18  Given  by  Jagannatha  Pagdita  in  his  Rasaga&gadhara,  IL 

19  Cited  by  Anandavardhana' selecting  from  Bana’s  description  of  SthSne^va- 
rajanapada  in  the  Harsacarita,  III. 

20  Given  by  VSmana:  Kavy&lahkarasutravrtti,  IV.  iii.  12  — -vrtti. 
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According  to  the  theory  of  Dhvaui  one  may  say  that  pun  is  to  do 
nothing  in  the  case  of  arthataktimuladhvani  where  suggestion  is 
exclusively  based  on  semantics.  Especially,  in  its  two  varieties,  viz., 
suggestion  through  the  extra-ordinary  power  of  meaning  of  fanciful 
type  of  saying  and  suggestion  through  meaning  expressed  by  natural 
description,21  a dhvanivadin  holds  that  there  is  no  scope  for  pun 
because  of  the  absence  of  paronomastic  words  as  seen  respectively 
in  the  following  verses: 

Sikharini  kva  nu  mma  kiyacciram 
Kimabhidhanamasavakarottapah  | 

Taruni  yena  tavddharapdtalam 
Da&dti  bimbaphalam  xuka&avakah  II22 

Here,  the  semantic  show  found  in  the  exclamation  that  the  young 
parrot  must  have  done  a great  penance  on  the  peak  of  some  moun- 
tain to  get  such  a bimba  fruit  as  reddish  as  the  lower  lip  of  the  young 
woman  under  description  suggests  the  impassioned  love  of  a man 
in  her  and  her  indifferent  attitude  towards  him. 

Evam  vadirti  ievorsau  parive  pUuradhomukhl  I ' 

Lila  kamalapatrani  ganaydrmsa  par  vat  t U2* 

The  meaning  of  this  verse  is  very  simple.  It  presents  Parvati’s 
action  of  counting  lotus-petals  with  her  head  bent  down  and  sug- 
gests through  its  power  the  immeasurable  love  of  P&rvatl  in  Lord 
Siva  along  with  her  bashful -delight.  Of  course,  in  both  these 
verses  there  is  no  verbal  pun.  But  the  pluralistic  semantics  coalesced 
herein  prove  the  all-pervasive  nature  of  pun  as  a principle. 

Anandavardhana  himself  shows  the  possibility  of  suggested 
puns  while  he  deals  with  tne  third  type24  of  artha-iaktimuladhvani . 
See  the  following  verse: 


21  Praudhoktimatram?panna6arIrah  saAbhav!  svatah  I 

Artho'pi  dvividho  jfieyah  vastuno’rtyasya  dipakab  1 1 — Dhvan,  IT.  24. 

22  Cited  by  Anandavardhana  in  Dhvan.  I.  13.  vrtti. 

23  Kumarasadabhava.,  VI.  84,  cited  in  the  Dhvan,  IT.  22 

24  Arthasakteralafikaro  yairapyanyah  pratlyate  I _ 

Aau4vanopamavyangyah  sa  prakSro’paro  dhvaneh  II  — Dhvan.  Il  .25 
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Ram  yd  iti  prdptavatih  patdkdh 

Ragam,  viviktd  iti  vardhayantlh  I 
Yasydmasevanta  namadvalikak 

Samam.  vadktlbhirvalabhlryuvdnah  11-5 

This  stanza  describes  the  youths  in  DwSraka  who,  with  their 
beloveds,  were  indulging  in  enjoyment  in  the  topmost  parts  of  the 
houses  which  were  known  for  beauty,  the  variegated  colours  of 
which  were  appearing  afresh  owing  to  the  seclusion  and  which  had 
curved  edges  at  the  ends  of  their  roofs.  The  meaning  here  forms 
itself  to  suggest  that  the  beloveds  also  were  known  for  beauty  who 
were  expressing  their  love  in  an  advanced  manner  in  the  solitude. 
They  had  attractive  wrinkles  on  their  bellies.  Here,  the  suggested 
pun  exposes  to  us  the  beauty  of  the  ladies  on  the  one  hand  and  on 
the  other  the  reciprocal  comparitiveness  found  in  the  topmost  parts 
of  the  houses  and  in  the  beloved  as  well. 

The  scope  of  pun  is  wider  than  that  of  dhvani.  Not  merely 
-Hesadhvdni  but  the  whole  artha&aktimuladhvani  itself  is  a part  and 
parcel  of  6le*a&akti-l he  power  of  pun  because  the  function  of  pluralistic 
semantics  is  the  fundamental  nature  of  the  latter.  Every  poetic 
sentence  is  poetic  and,  therefore,  has  at  least  an  iota  of  aesthetic 
appeal.  The  words  of  such  sentences  that  dazzle  us  with  their  mani- 
fold rays  of  meaning  can  be  appropriately  called  paronomastic  as 
this  term  includes  the  three  popular  powers  of  words,  in  addition 
to  the  etymological  as  well  as  irrelevant  meanings.  The  function 
of  pun  is  composite  but  neither  confusing  nor  straining. 


25  Si6upalavadha,  III.  53:  cited  by  Anandavardbana  in  this  context  in 

Dhvan.  II. 


CHAPTER  VI 


PRABANDHAS'LESA 
(-PERCEPTIONAL  PUN) 

The  Dhvani -theory  presents  the  concept  of  prabandhadhvani :5 
and  the  Vakrokti-theory  presents  the  concept  of  prabandhavakraia* 
A work  may  contain  a number  of  episodes  of  various  sentiments 
like  erotic,  heroic  or  any  other  sentiment  as  well  but  the  total 
effect  of  the  work,  such  as  Karuwrosa  in  the  Ramayaoa  as  well  as 
Santarasa  in  the  Mahabharata  are  considered  as  prabandhadhvani 
and  prabandhavakratti  by  the  respective  schools.  But  such  an 
effect  can  be  conveniently  called  probandhaSiesa  because  it  presents 
both  good  and  evil  ideas  coalessed  and  fully  developed.  And  at  the 
same  time  it  suggests  to  a reader  to  accept  the  former  idea  in  accor- 
dance with  the  dictum-one  should  be  like  Rama  but  not  like  Ra-vana. 
Prabandhailesa  is  found  in  the  Vedas  also  where  no  other  theory, 
So  far,  is  shown  applicable.  As  regards  the  vedic  and  epic  literature 
the  concept  of  prabandhaMesa  is  introduced  on  the  basis  of  the 
ancient  etymological  works  like  the  Nirukta  of  Yaska.  Prabandha- 
ilesa  or  perceptional  pun,  here,  is  not  a 6le?akavya  of  any  pedantic 
poet  as  found  rathe  Anekasandham  kind  of  poetry  but  it  is  a common 
venerable  device  adopted  by  the  Vedic  seers  and  the  epic  sages 
throughout  in  their  works. 

In  the  Vedic  literature,  it  is  said  that  prabhusammita  means 
of  Knowledge  is  taught:  in  them  the  gods  and  the  gooddesses  are 
named  after  manifold  factors.  In  the  same  manner  the  words  used 
to  denote  the  names  of  the  characters  of  the  Ramayarja  and  the 
Mahabharata,  widely  known  as  the  mitrasammita  means  of  Know- 
ledge, express  the  various  phenomena  pertaining  to  the  accomplish- 
ment of  Self-Realization.  The  Puraoas  followed  the  same  prece- 
dent. The  substantives  in  both  the  vedic  and  the  epic  literature 
are  subjected,  mostly,  to  various  types  of  interpretations  and  express 


1 Vide  Dhvanyaiok*,  IV.  5 and  the  vptti. 

2 Vide  Vakroktijivita,  IV.  16-26  and  vrui. 


140 


PUN  IN  SANSKRIT  LITERATURE 


more  than  one  meaning  and  thereby  they  denote  some  other  ideas 
conveyed  systematically.  Many  a time  the  substantives  are  subjected 
to  paronomasia  owing  to  the  letters  therein  which  express  individual 
meanings  also.  . 

The  Brahaddevata,  attributed  to  sage  £aunaka  collects  various 
statements  made  by  different  scholars  as  regards  the  principles  in 
giving  the  names  to  the  Vedic  deities  and  other  beings.  It  says 
that  according  to  the  etymologists  and  the  ancient  sages-Madhuka, 
Svetaketu  and  GSiava  a name  occures  from  nine  sources,  viz., 
abode,  action,  form,  luck,  speech  prayer,  accident,  addiction  and 
extraction;3  and  according  to  Yaska,  Gargya  and  Rathltara  a name 
occures  from  four  sources,  viz.,  prayer,  diversity  of  objects, 
speech  and  action.4  But,  the  Brahaddevata  affirms,  rightly,  that 
all  the  names  are  connected  with  actions  and  no  name  is  meaning- 
less.5 It  is  true  to  the  fact  so  far  as  the  Vedic  deties  and  the  charac- 
ters as  well  as  the  respective  seers  and  sages  are  concerned.  A man 
whose  memory  carries  the  Vedas  but  who  does  not  understand  the 
meanings  thereof  is  called  a pillar  by  Yaska.6  Sayana  emphasizes 
this  point  as  follows: 

Aviditvd  r$im  chando  daivatorii  yogameva  ca  I 

Yo*  dhyapayejjapedvapi  pdp%ydn  jay  ate  tv  sah  H7 

One  who  studies  or  teaches  or  meditates  the  Vedic  portions  without 
a proper  understanding  of  the  seers,  metres,  deties  and  the  proper 


'3  Navabhya  iti  nairukt&h  purSnfih  kavayasca  ye  I 
Mudhukah  &vetaketusca  g&lavaicaiva  vanvatc  1 1 
Nivasatkarmano  rupanmangalartva  ca  asi§ahl 

Vadrecchayopavasanattathamu^yayapacca  yat  II  —Brahaddevata.  1. 24-25 

4 Caturbhya  iti  tatrahuh  yaskagargyarathitarSh  I 

A^i^o'tharthavairupyadvacah  karroapa  eva  cal  —Ibid  26. 

5 Nakarmako’sti  bhavo  hi  na  namasti  nirarthakaih  II 

NanyatrabhavHimamani  tasmat  sarvSni  karmatah  II  . — Ibid  31. 

6 SUiayurayoife  bhaiahlrali  kilabhOi  adhitya  vcUaus  na  vljanatl  yo'ribam  | 

— Nirukta,  1.18 

7 Sayaflabhasya  on  the  I^gveda,  1.1 .1 
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application  of  the  spalls  as  well  becomes  a sinner.  Proper  under- 
standing of  all  these  factors  means  the  Knowledge  of  the  explicit 
meaning  which  varies  due  to  the  different  modes  of  resolving  the 
substantives  on  the  one  hand  and  the  meaning  expressed  by  all  the 
individual  letters  in  the  substantives  and  their  synonyms  on  the 
other.  An  upanishadic  story  hints  at  the  capacity  of  denotative 
power  of  each  and  every  letter  occurring  in  the  Vedic  literature. 
Praj&pati  uttered  simply  daQ  which  was  taken  by  gods  to  mean  to 
control  (damyata  iti),  by  human  beings  to  mean  be  liberal  (datta  iti) 
and  by  demons  to  mean  be  sympathetic  (dayadhvamiti).  These 
paronomastic  meanings  of  the  viik  of  the  Brahman  imply  an  ideal 
society  where  those  who  have  extra-ordinary  power  are  calm,  the 
rich  are  liberal  and  those  who  are  noted  for  physical  might  are  merci- 
ful. Prabandhcrflesa  is  found  here. as  the  different  meanings  aim 
at  a single  object  ultimately. 

2 i 

(1)  PRABANDHAS'LESA  IN  THE  PRABHUSAMM1TA 

LITERATURE 

The  Vedas  are  known  as  Prabhusamnitu  type  of  literature 
because,  mainly,  they  teach  us  science,  metaphysics  and  code  of 
conduct  along  with  the  poetic  charm  they  store.  Another  reason 
to  call  so  is  that  the  Vedic  mantras  are  not  composed  of  but  they 
are  seen.  It  means  to  us  that  only  those  who  could  dissolve  their 
individualities  in  the  Supreme  and  thereby  who  could  become  the 
Knowledge  Itself  perceived  the  Supreme.  Power  in  its  innumerable 
forms.  The  Manusmrti  makes  it  clear  that  the  seers  gave  up  their 
own  names  and  got  one  of  the  epithets  of  some  or  the  other  deity 
they  saw  through  the  fks. 

Sarve?dm  tu  sa  namilni  kanndni  ca  prthdk  prthak  I 

Vedambdebhya  evddau  prthak  sarhst/wca  nirmame  II 

The  Universal  Power  dressed  with  various  metres8 9  and  mani- 
fested Its  various  forms  before  the  seers.  It  wished  to  remain  in 


8 Brahadn.raoyakoparmhad,  5.2. 

0 Chandarfisi  chadanat-Nirukta,  7.12. 
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these  forms  for  ever.10  The  Rsis  and  the  Vedas  arc  inseparable:11 
so  also  the  seers  and  the  deities  they  saw  are  one.  Here  occures 
what  is  called  Prabandhatte&a. 

As  an  example,  see  Ahgiras.  We  find  no  difference  between 
the  great  seer  and  Lord  Agni  if  the  various  meanings  of  the  word 
ahgiras  is  grasped  properly.  Ahgiras  carried  oblations  to  the  gods 
on  behalf  of  Agni  when  the  latter  concealed  himself  in  water. 12  He 
is  said  to  have  been  bom  of  Brahman.  Many  a time  he  is  addressed 
in  plural.  The  substantive  occures  from  ahgdra I3  which  means 
heated  charcoal.  No  doubt,  here,  Ahgiras  means  the  flameless 
stage  of  the  sacrificial  fire.14  According  to  Yaska  ahgirdJi  comes 
from  ahkanafy  for,  the  coals  mark  their  place  when  they  become 
cool.  Ahgiras  in  plural  is  called  Varahdk  also.  The  word 

varahSh  means  clouds1*  for,  they  provide  us  the  ever  desired  food. 
The  Angiiases  denote  the  very  life  in  all  the  beings:  the  word  is  split 
as  afigdmm  hi  rasaJi  as  suited  to  this  meaning.  Rasa  means  the 
essence  and  that  is  prana. 16  In  this  sense  the  ahgirases  mean  the 
powers  of  Wind-god  as  well  as  the  five  wind-elements-p/%o,apa/w, 
vydna,  uddna  and  samdna  in  a body.  The  descendants  of  the 
established  seer  Ahgiras  are  also  called  Ahgirases  in  the  Vedas  who 
too  are  the  seers  of  certain  hymns  and  are  identified  with  gods  like 
.Agni.  For  example,  the  word  vasurocis  means  lustrous  flame. 
Some  of  the  descendants  of  Angiras  called  themselves  the  Vasuro- 
cises17  which  paronomastically  mean  to  us  that  the  seers  found  no 
difference  between  themselves  and  the  flames  of  Fire.  Hiraoyastupa 
also  is  another  descendant  of  Angiras  who  perceived  ninenty  one 


10  Cf.  Chandogya  Upa.  1.4. 

11  “Jjlfirveda” — said  by  Medhatilhi  in  his  commentaTy  on  the  Manusmrti  and 
by  Haradatlamitra  in  his  Padamaiijar*  on  Papini’s  sutra,  I.  1.18.  This 
phrase  is  found  in  the  ^finvatakosa  also  (p.  719) 

12  Mahabhirata.  Vana.  220. 

13  YcYigara  iwaikste’hgirasu’bhavan.  —Aiia.  Br».  3.34. 

14  Cf.  Tvamagne  prathamo  angira  rsih — Rgveda,  1.31 . 1 . 

15  Angiraso'pi  varoha  ucyante.  Varflho  rnegho  bhavati.  — Nirukta,  5.4. 

16  Brahadftranyakopanishad.  1.3.19. 

17  Rgveda,  Vllf.  34.  16-18. 
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fjfcs.18  The  word  hiranyastupa  means  matted  hair  of  gold  colour 
and  once  again  it  means  the  flame  of  Fire.  It  may  also  mean  the 
sun  early  in  the  morning  or  late  in  the  evening.  In  the  following 
stanza  the  Ahgi rases  are  said  bom  of  Agni : 

Virupdsa  idrmyasta  idga  mbhira  vepascth  I 

Te  angirasctJi  sunavaste  agneh  parijajnire  II 19 

The  name  of  the  seer  Vamadeva,  to  see  another  example,  means, 
paronomastically,  the  Almighty  God  manifested  in  handsome 
appearance  on  the  one  hand  and  the  individuality  of  the  seer  dis- 
solving in  the  Ruling  Power  of  the  universe  on  the  other: 

Ahark  bhiimimadaddnnr^ydham  vntm  dasuse  marihydya  I 

Ahamdpo  anayath  vdvaidnd  mama  devilso  anuketam&yatx  II20 

If  Vamadeva  as  an  individual  proclaims  that  it  is  he  who  gave  earth 
to  human  beings,  it  is  he  who  bestowed  rain  and  it  is  his  will  carried 
out  by  all  the  gods-no  body  would  have  cared  for  this  stanza;  but  it 
is  the  Almighty  God  Indra  in  the  form  of  that  seer.  In  the  same  way 
see  a lady-seer  Vagambhrn!  who  perceives  the  all-pervasive  nature: 

Aharii  ntdrebhirvasubhiicardmyaharnddityairuta  v/ive  devaih  I 

Ahath  mitrdvanmobhd  bibhanhyahamindrdgnl  ahamahim 

bhd  1 1« 

Punningly  the  word  vSg&mbhrni  means  the  goddess  of  speech  herself 
who  leads  the  entire  world  with  her  fourfold  vak—pard,  poiyantl , 
madhyamd  and  vcikharl.  All  the  epithets  belonging  to  all  the 
divine  beings  arc  revealed  through  speech  alone;  and  that  is  how 
this  goddess  walks  with  the  Rudras  the  Vasus  the  Adityas  and  the 
Vi6vedevas.  She  supports  Varuna,  Agni,  Indra,  Asvms  and  all. 
This  illustrates  the  phenomena  of  single  words  having  more  than 
one  meaning. 


1 8 Ibid,  I.  31  to  3 5 (total  71  rks)9  IX.  4 & 69  (Ten  rks  each) 

19  Ibid,  X.  62,  5. 

20  Ibid,  IV.  26.2. 

21  Ibid,  X.  125.1 . ; see  the  remaining  7 stanzas  also. 
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Here  is  another  example.'  Kantva  means  a seer;  Kanva  means 
a rtvij22  who  denotes  Fire.  The  plural  form  of  this  word  -rtvijah . 
means  the  priests  or  the  seers  in  .general  and  the  descendants  of 
Ka^va  in  particular. 

hate  Ivamavasyavah  kanva  so  vrktabarhisah  \ 

Harman  to  or  an  hr  tab  11*3 

Divaskanv&sa  indavc  v asu  sindh ttn&m,  pade  1 
Svamvavrim  kuhadJiitsathah  II 24 

In  the  first  stanza  cited  here  the  descendants  of  Kanva  or  the  wise 
rtvijs  are  invoking  Agni  with  ornaments  and  oblation,  spreading 
sacrificial  grass  around  the  altar;  and  in  the  second  stanza  quoted 
they  arc  requested  to  know  the  sccicts  from  the  Aivins  where  their 
residence  is,  how  the  sun’s  rays  come  along  the  path  of  the  waters 
(sky)  and  how  the  Dawn  manifests  herself.  It  is  an  effort  to  know 
the  Supreme  Power  and  metaphysically,  through  the  internal  media- 
tion with  the  help  of  the  Kwidalini  roused  in  the  pramyama  by  way 
of  the  Ida  and  the  PingalS  veins.25  Agni  is  called  a seer:  Kanva 
means  Agni  also.  The  phrase  sa  idagnih  famvatamah2*  evidently 
clarifies  this  point.  In  this  way  Kai.iva  ordinarily  means  a seer  by 
that  name  and  paronomastically  means  a sccr  or  a priest  as  well 
as  Agni  and  metaphysically,  the  Susimnd  vein. 

Vasi^tha  is  honoured  as  a great  sage.  He  is  the  first  sage  to 
sec  Indra27  or  he  is  first  among  those  great  people  who  could  merge 
in  the  Supreme  Bliss.  He  took  birth  motherlessly.  The  .semen 
of  Mitra  and  Varuna  fallen  on  the  ground  gave  birth  to  Vasistha. 


22  Kvananti  dhvananti  sioir&di  patheoeti  kanvah  ptvijab.  -Sftyaija. 

23  Rgvoda,  1.  14.5. 

24  Ibid,  I.  46.9. 

25  Yogacu^amapyupanishad,  21-22. 

26  Rgveda,  X.  115.5. 

27  9?jayo  vft  indraih  pratyakeam  napaiyantam  vasi?phahpratyak§amapasyat.- 
TaitJa.  SamhitA.  To  know  Sadasat  in  detail  refer  the  I£ks  beginning 
with  Par  cone  yyoman . . (fig.  X.  5.7)  &.  Cf.  Chandogyopanishad  (3.19.1), 
Taittariyopanishad  (2.7)  and  so  on.  Sadasat  is  referred  to  here  in  the  next 
page. 
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The  word  vasu  expresses  a number  of  meanings  and  one  of  them 
is  the  essence  of  life.  PrabandhaSlessa  is  found  when  we  learn  him  as 
the  combined  Spirit  of  the  sat  and  the  asai 28  or  the  manifested  and 
the  unmaaifested  because  Mitra  and  Yaruua  represent  the  two  as- 
pects of  Divin-  Force  in  Nature  pertaining  to  day  and  night  respecti- 
vely, God  is  both  concrete  in  the  form  of  the  five  elements  (pafica- 
bhutas)  and  abstract  so  far  as  the  antafykarana,  individual  soul  and  , 
the  Supreme  Soul  are  concerned.  - And  in  this  way  the  word  v asitfha 
expresses  the  meaning  kutasthardtyc  because  the  word  vasu  followed 
by  the  superlative  suffix  i$\han  makes  vastytha.  This  word  is  also 
resolved  as  sarvaira  sarvadapu/yiam  vasati  iti  vasuh ; evam  tisthati  iti 
vasiathdk.  The  following  stanza  seen  by  Vasistba  throw’s  light  on 
these  points: 

/ 

Hastdbhydm  da&a&akhab hyam  jik vd  vdcafi  purogavl  I 

A namayitnubhyum  tva  tdbhydm  tvepaspr^dmasi  1 1 -Bg.X.  1 37. 7 

The  tongue  is  the  fore-runner  of  speech;  that  is  Created  by  Praja- 
pati  with  his  two  hands  of  ten  branches  (fingers).  To  remove 
diseases,  Vasistba  says,  the  person  in  frunt  is  touched  with  those 
two  hands.  Here,  allegorically,  the  speech  means  the  Vedas  as  a 
whole;  tongue  means  the  seer;  ten.  branches  mean  the  ten  parts  of 
the  Rgveda;  two  hands  mean  the  sat— the  Supreme  Soul  and  the 
asat— the  vissible  sun  on  the  sky  as  well  as  the  suryamfii-pingala 
vein  in  the  body  and  the  disease  means  ignorance.  Vasif&ha  as  the 

most  important  essence  of  Life  means  brain  also. 

• »• 

PrabandkaSIesa  alone  can  clear  off  certain  ambiguities.  For  an 
instance,  Putfiravas,  the  son  of  Budha  and  the  grandson  of  Soma 
(the  moon)  calls  himself  Vasistha  whereas,29  in  no  way  he  is  con- 
nected with  the  Vasis{ha- race.  Sayana  interprets  this  word  here 
to  mean  the  best  among  the  beings  around.^  Pururavas  is  the  seer 
of  nine*1  rks  and  he  is  a king.32  He  is  nourished  by  the  divine  beings 


28  See  fn.  27  itself. 

29  ttgveda,  95.17. 

30  'SajnunanaiiK  madhye  attfayena  msayltii'  — Suyana. 

31  Rgvcda,  X.  95.  3,3,6,8,9.10, 12, 14  and  17, 

32  Ibid  3,7,11. 
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belonging  to  the  middle  region.33  The  word  is  split  as  puru  rami 
iti.  Bahudhd  roruyate,  says  Y&ska.34  That  which  makes  the  loud- 
est possible  noise  in  Nature  is  thunder.  So  Pururavas  means  the 
mutual  rubbing  element  of  clouds.  Um6I  is  the  lightening  pheno- 
menons which,  is  clearly  visible  on  the  clouds  during  the  nights. 
Urva6I  is  an  Apsaras.  The  word  apsarah  denotes  one  who  walks 
. on  water-  apsu  sarati  iti.  The  element  of  moisture  is  meant  by  the 
goddesses  and  the  rivers  of  the  middle  region  who  nourished  Puru- 
ravas.  He  is  brought  up  for  the  purpose  of  destroying  the  dasyus. 
The  word  dasyu  is  derived  from  das  which  means  become  exhausted 
also.  Hence,  Pururavas’s  action  of  killing  the  dasyus  punningly 
means  that  the  want  of  water  on  earth  is  removed  by  the  thundering 
clouds  in  the  monsoon. 

UrvaSI  is  a lady-seer  who  saw  nine  stanzas.36  The  word 
urvaeZ  ordinarily  means  the  name  of  a nymph  of  attractive  thighs; 
and  paronomastically,  it  means  a very  famous  one37  because  of  one’s 
attractive  form  and  that  is  lightening.  UrvaSi  is  connected  with  the 
risers  of  the  middle  region  along  with  Iia  who  is  said  the  mother  of 
Pururavas: 

Abhi  na  ijd  yu  t has y a imtti  smannadibhirurmH  id  grndtu  I 

Urvai’l  m brhctddivti  grmndbhydrnydm  prabhftasydyok  I!38  . 

-Iia-  is  the  mother  of  the  herd  (of  cows):  Urva65  shines  brightly; 
both  are  requested  to  appreciate  the  devotional  function  of  the  wor- 
shipper and  to  favour  on  him  with  light.  Iia  is  the  mother  of  the 
cows  (being  herself  a cow)  on  the  one  hand  and  she  is  the  mother 
of  the  herd  of  the  Maruts  on  the  other.39  The  word  purdravas 


33  tbid  7.  Durgacarya  proves  on  the  basis  of  this  stanza  that  Puriiravas  is 
aideity  of  the  middle  region. 

34  Nirakta,  10.46. 

35  Rgveda,  X .95  If) 

36  rbid  2,4,5, 11,13, 15,16  and  18. 

37  Urvabhyaenuta  (mu  mafia t yaSah  ahhivyaprtoii  id).  Onibhydmasnuia  ururvd 
vaSah  asydh  -N»rukta,  5,13. 

38  9gveda,  V.  41.19. 

39  Vide  Sayanabho?ya  on  the  above  stanza. 
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expresses  the  meaning  of  prma  or  the  element  of  the  sun.  Prana , in 
the  metaphysical  sense  is  experienced  with  five-fold  wind  known  a 
prma , apana ; vyana,  udona  and  sarmna.  This  is  how  Pumravas  is 
the  son  of  Ha.  Both  Ila  and  UrvaSi  represent  madhyamiki  vak*o 
found  with  the  clouds  in  the  middle  region  as  well  as  in  the  bosom 
of  our  body. 

ViSvamitra  is  a famous  seer  in  the  Rgveda.  The  word  vtivami- 
tra  means  the  sun  also  - vUvasya  mitrdfi.  According  to  the  Nirukta 
it  means  friend  of  all  the  beings*1  - and  this  means  the  individual 
aspect  of  the  Supreme  Soul.  That  is  what  the  sun  stands  for.42 
The  revered  GayaM-mantra  proves  ViSvamitra  the  Universal  Soul: 

Tat  savitnrvarenyaih  bhargo  dews y a dhimahi  l 
Dhiyo  yo  nah  pracodayat  ll43 

-We  meditate  on  the  most  venerable  Light  of  the  divine  Savitr  that 
influences  us  with  manifold  Knowledge.  For  a worldly  man,  parono- 
mastically,  the  word  dhlyah  means  proper  thoughts  of  every  day 
business  of  life  and  the  word  bhargafy  means  food  and  walth.  The 
word  savitr  ordinarily  means  the  sun  just  before  rising;  in  this  respect 
bhargcdy  means  his  radiance  and  dhiyah  means  the  various  aspects  of 
ritual  knowledge : and  deva  is  an  epithet  to  the  sun  because  he  resides 
in  the  heaven  or  in  the  firmament  and  because  he  shines.  For 
an  internal  meditator  savitr  means  the  Bliss  Itself.44  The  Nirukta 
resolves  this  word  as  sarvasya  prasavita.^  All  are  born  of  It- 
the  Bliss.  There  are  Upanishadic  statements  like  anandadeva 
khahimdni  bhutdni  jdyante 46  in  support  of  this  idea.  The  meanings- 
of  individual  letters  of  this  word  express  the  same:  s means  the 
causal  aspect  of  the  Omnipotence;  a means  Omnipresence;  v means 


40  Nirukta,  10.46. 

41  Sarvamkrah.  Sarvarfc  sai&srtaifo.  -Nirukta,  2,24. 

42  Siirya  atmajagatastasthusasca.  'Suryopanishad. 
4i  Rgveda,  in.  io. 

44  VideSilyariabha^ya  on  this  stanza. 

45  10.31. 

46  Taitt.  Upanishad,  3.6. 
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all-pervasiveness;  i means  ever  lasting  nature  and  tr  means  that 
which  is  beyond  the  reach  of  human  intuition  as  well  as  the  pheno- 
menon of  perfection  4?  The  word  tat  means  the  Parabrahman. 
The  word  bhargah  means  to  a brahrmvadin  the  Supreme  Knowledge : 
in  this  word  bha  denotes  lustre,  r denotes  Bliss  and  go  means  to 
move  to  merge  in  [u«-anandam  prayantyabhisamviSanti.49 

Thus,  these  three  expressed  meanings  denote  the  prayer  for 
worldy  pleasures  to  a profaner,  heavenly  bliss  to  a ritualist  and  the 
Supreme  Bliss  to  a yog  in.  And,  therefore,  this  mantra  is  meditated 
upon  with  the  Pranava-Om  that  signifies  the  secrets  of  the  sustaining 
dement  with  the  letter  a and  creational  element  as  well  as  dissolu- 
tional  element  with  the  letters  u and  m that  enable  one  to  take  birth 
with  a silver  spoon  in  the  mouth  to  enjoy  the  heavenly  pleasures: 
a yogin  is  led  to  the  fourth  state — turlydvasthd  with  the  Ndda  and 
Bindu  in  the  form  of  the  moon’s  cresent  and  a dot  in  Om:  it  is 
meditated  upon  with  the  vydhrtis-bkoh,  bhuvak  and  suvdh  also, 
which  respectively  stand  for  the  earth-the  normal  experience  in  the 
conscious  state  of  mind,  the  firmament-sub  normal  state  or  the 
enjoyment  assured  in  the  future  and, the  Bliss  everlasting. 

This  mantra  is  called  after  the  name  of  the  metre  Gayatrl  with 
which  it  is  dressed.  There  are  many  stanzas  in  this  metre  but  this 
is  the  only  mantra  called  by  that  name;  therefore,  it  means  some- 
thing more  than  denoting  a mere  metre.  As  the  name  of  a metre 
the  word  gayatrl  is  derived  from  gal  with  the  suffixes  atrin  and  nls 
that  means  the  singing  way  of  praise,  r Verbal  pun  is  there  in  this 
word.  It  is  resolved  as  trifu  gamanamSyasydh  sd  which  means  to 
us  that  this  metre  is  found  moving  in  the  three  Vedas-  the  Rgveda , 
the  Yajurveda  and  the  Samaveda  as  well.  It  is  the  first  among  the 
metres  seen  and  it  is  also  said  that  the  three  pddas  of  cignt  letters 
each  come  from  the  mouth  of  God  Brahman  representing  the  three 
Vedas.5(>  The  word  gayatrl  means  the  Protecting  Power  of  the  five 


47  Vidfl  A k $ama  / op  an  ish  ad,  M&tfk3koSchy  AnckZrthakoiah  etc. 

48  Vide  Maitr&yapyupanishad,  5.7. 

49  Taittariyopanishad,  3.6. 

50  Gayatrl  gayatch  Stutikarmanah;  Triganiana  vii,  viparllti.  Giiyato  mukhodu- 

dapatat  iti  ca  brahmanark:  — Nirukta,  7.12. 
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vital  airs -the  pranas.*  i Here  the  word  is  resolved  as  tmyante  gaydh 
anayd  and  it  means  the  soul.  The  Supreme  Soul  manifests  Itself 
as  individual  souls  with  three  fundamental  properties  - satva9  rajas 
and  lamas  which  are  indicated  in  this  metre  by  the  three  feet.  The 
very  is  said  to  be  Gayatrl  because  every  thing,  transcendental 
as  well  as  profane,  is  accomplished  and  maintained  through  Speech.52 
Both  the  words  sakti  and  vdk  are  of  feminine  gender;  so,  the  pre- 
siding deity  is  seen  in  the  feminine  form.  The  Bliss  is  beyond  the 
reach  of  configuration;  therefore,  no  gender  is  applicable  to  It. 
Both  &akti  and  vak  are  identified  with  Agni  and  so  Gayatrl  is  called 
Agni  - Agnirvai  gayatri.**  * 

Thus  perceptional  pun  is  evident  when  we  see  the  seer  Vi^va- 
mitra,  the  metre  Gayatrl  and  the  deity  Savitr  who  are  individually 
meant  different,  dissolve  thei  r separate  entities  and  express  the  One- 
ness of  the  Bliss  or  the  Parabrahman. 

The  &pwr«j-Gotama,  Bharadvaja,  VijWSmitra,  Jamadagni. 
Vasietha,  KSSyapa  and  Atri54  are  the  main  seers  of  this  Vaivasvata- 
manmntara  in  the  ordinary  sense  and  it  is  known  that  they  saw 
the  mantras.  But  as  this  word  is  derived  from  which  means  to 
move  quickly  they  are  to  mean  the  seven  rays  of  the  sun:55  the 
total  rays  of  the  sun  spreading  all  over  the  four  quarters,  earth, 
firmament  and  heaven56  are  thought  of  seven  units.  Their  speed 
is  unsurpassable  as  calculated  to  be  186300  miles  per  second.  The 
Saptardis  are  called  the  sons  of  Aditycfi1  or  Savitfi*  and  therefore, 
their  status  is  just  below  that  of  the  Supreme  Power.59  The  seven 


51  Pran&  vai  gayfih  -Brahadaragyakopaixishad;  &.  Cf.  Sata.  Bra.  14.8.15.7 

52  Chandogya  up.  3.12. 

53  Cf.  Sa.  Bra.,  6.1.3.19.,  Taitta.  Bra.,  1. 1.5.3.,  Taitta.  Sam.,  2.2.5.S.,  MaitrS. 
Up.,  7.1. 

54  &a.  Br&.,  14.5.2.6.  The  name  varies  from  Manvantarft  to  Manvantara 
Vide  Ma.  ftha.  Santiparva,  343. 

55  Cf.  Nirukta.  10.26  &.  12,37  and  sec  V&iasa.  Satfc.,  34.55. 

56  £a.  Bra.,  10.2.4.4  and  this  is  cited  by  Yaska. 

57  Rgveda,  I.  164.1. 

58  Adityo’pi  savita  ucyate.  —Nirukta,  10.32. 

59  J&gveda,  X.  8Z2. 
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rays  are  called  saptak$ara$  of  which  the  Rgvcda  means  one  letter, 
the  Yajurveda,  the  S&maveda  and  the  Brahman  or  the  Atharvaveda 
mean  two  letters  each.^o  The  seven  rays  mean  the  seven  funda- 
mental  letters  that  stand  for  the  seven  notes  of  the  musical  scale. si 
Metaphysically,  the'  Saptar$is  mean  the  seven  elements  of  Know- 
ledge  -tvak,  caksu , srotr , jihm,  ghruna,  manas  and  buddfii 62  which 
protect  the  soul  from  all  dangers  in  general-  In  all  these  senses 
the  Saptams  are  to  assist  an  individual  soul  to  merge  in  the  Supreme 
for,  ?&  means  to  bring  near  by  flowing  also.  Further,  the  seven  rays 
are  the  seven  horses  of  the  sun’s  chariot  and  which  mean  the  seven 
days  of  the  week.  The  Vajasaneyi  Samhita  clarifies  that  Saptarais 
mean  the  sapidpa -the  seven  water-elements  formed  by  tejas** 
which  constitute  the  body  and  protect  it : they  are  the  saptadhCLtvs 
or  saptarasas , viz.,  chyle,  blood,  flesh,  fat, bone,  marrow  and  semen. 
The  epic  stories  like  that  of  Nahusa  connected  with  the  Saptar$is 
are  based  on  the  principles  of  physical  disorderliness  caused  by 
excessive  enjoyment  of  food  and  other  sensual  factors.  The  Saptar- 
sis  mean  to  a yogin  the  seven  stages  of  Inanition  attained  from  the 
mtilaiihara- plex  to  the  safiasrdra  through  the  *Sm?n«rt-vein.65 

Thus,  prabandtuU-lesa  enlightens  us  that  the  Saptar$is  mean  a 
number  of  symbolic  expressions  and  they  make,  ultimately,  a unit 
in  the  sun,  a unit  in  the  Knowledge  and  a unit  in  a physical  form. 

Prabantihattesa  or  perceptional  pun  is  found  when  we  learn 
that  each  and  every  god  or  goddess  described,  prayed  and  worshipped, 
denotes  the  various  phenomena  of  Nature  which  itself  merges  in 
the  Supreme  Bliss.  As  an  example  here  wc  sec  god  Agni  -the  Jata- 
vedas.  There  is  nothing  in  the  universe  without  the  element  of 


60  &a.  Bra.,  10.2.4.6. 

61  The  letters  are  sa,  rit  ga,  ma9 pa,  dha  and  ni  which  stand  for  Sadfa,  faabha, 
• Gdndhdra,  Madhyama,  paficama.  Dhaivata  and.  Ni?dda.  See  Araarakosa, 

1.7.1. 

62  Cf  &adindriyarii  vidyfi  saptamani.  — Nirukta,  12.37. 

63  34.55. 

64  Tatra  tejo  dhatub  &.  etc.  -Susruta,  1.15.  Rasudinkiii  sukrantanaife  dhatu- 
narfo  yatparaifc  tejah  --  Commentary  to  above. 

65  Cf.  Athirva.  Saili.*  10.8.9.,  cited  by  Yaska  in  the  Nirukta,  12.38. 
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fire:  this  element  is  presided  over  by  Agni.  He  is  called  so  because 
be  approaches  first  whatever  that  is  to  take  a form : it  is  he  who 
leads  an  entity  further  and  it  is  he  who  stands  for  Perfection.  The 
word  agni  paronomastically  expresses  meanings  confined  to  all  the 
concepts  on  the  element  of  fire  developed  further. 

Y&ska  resolves66  the  word  agni  variously  and  states  also  how 
his  predecessors  dealt  with  this  word.  First  it  is  split  as  agranifr 
bhavati  which  means  a leader  in  the  sacrifices  -agram  yajtiew  pram - 
yate.  Without  him  no  sacrifice  is  possible  because  he  is  the  first 
face  or  mouth67  of  the  divine  beings  and  so  he  is  invoked  first  as 
well  as  called  their  leader -agniragre  prathamo  (kvatemamfi*  His 
rank  is  the  first  among  the  seers  and  the  priests  as  well: 

Imarn  no  yajndmatnrte$u  dhehlma  havya  jatavedo  ju$asva  I 

Stokandmagne  medaso  ghftasya  ho  tab  prdMna  prathamo 

niyudya  II69 

Thus  the  first  priest  is  requested  to  offer  the  oblation  to  gods  and 
in  the  metaphysical  sense  it  is  to  approach  the  M&ladkdradakra7® 
in  the  body.  The  following  stanza  mentions  that  he  is  a seer: 

Agnirfsih  pavamdnaf}  paUcajanyah  purohitah  1 
Tarmnxahe  mahdgayam  II71 

Agni  is  related  to  gods,  manes,  gandharvas,  demons  and  men.72 
This  seer  or  priest  is  praised  by  one  and  all73  including  gods  because 


66  Nirokia,  7.14. 

67  Agnirmukhaxk  prathaino  daivat&nttiia.  -Aita.  Bra.,  1.4. 

68  Taitta.  Bra.,  2.4.3. 3. 

69  frgveda,  HI.  21.1. 

70  Trikoyath  tatpurarii  vdhniradhn  medhrntpratisthiiaih] 

Samadhau  paramarh  jyotih  anantaM  \i4vatomukhath  II  -Yoga.  Upa.,  10. 

71  Sgveda,  JX.  66.20. 

72  The  word  paiica  is  interpreted  as  five  castes  also.  Vide  SayanabMsya  on 
this  fk. 

73  The  word  mahdgayaifi  is  resolved  as  mahadbhirdevabhirapi  girbhirgdtavyarh- 
It  also  means  yajuagiha ; VidcSayanabh5$ya. 
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he  knows  all  and  he  is  known  by  all.  That  is  why  he  is  called 
Jatavcdas.74 

The  word,  agni  is  resolved  as  angaik  nayati  sannayamdnak 
which  means  to  us  that  whatever  he  meets  makes  his  own  body. 
Angarn  nayati  iti  ahganl\  -fuel  of  any  kind  supplied  to  fire  becomes 
fire  itself.  In  support  of  this  phenomenon  the  word  j&tavedas  is 
resolved  as  jatark  asya  v/rnm-whatever  that  is  bom  becomes  his 
property:  and  in  this  sense  all  the  divinities  are  the  various  forms 
of  Agni  only -agnirva  sarvd  devatdk.15  Agni  stands  for  the  srstitattva 
and  he  is  identified  with  the  whole  world.  It  is  because  of  his 
favour  that  the  sun  shines  and  the  moon  (Soma)  has  become  the 
king  of  plants.  He  showers  rain  in  the  form  of  Parjanya.  The 
very  Burma  is  Agni.76  He  is  the  best  of  all  the  gods  as  he  clothes 
all  the  movable  and  immovable.77 

Agni  13  identified  with  the  sun  as  he  is  called  the  head  of  the 
heaven78.  As  Vai£vSnara  79  he  is  the  sun  as  well  as  the  individual 
soul.86 

Yaska  resolves  the  word  agni  as  na  hnopayati  in  the  sense  of 
not  making  wet  as  well  as  not  making  friendship  (na  snehayati). 
Agni  stands  for  speech81  and  Knowledg Q-jataprajdanah.  Whoever 
comes  across  Knowledge  becomes  Knowledge  Itself87  and  becomes 
free  from  attachments.  Agni  makes  no  friendship  with  darkness. 
This  knowledge  is  the  Parabrahman. 


74  Jatani  veda  jatani  va  enaih  vidub-  Jate  jate  vidyata  iti  va.  Jatavitto  va 
jataprajfio  va.  -Nirukta,  7.19. 

75  Aita.  Bra.,  1.1 . Cf.  Bcahaddevata,  2.30. 

76  Brahadarapyakopanishad,  6.2.  9-15. 

77  frgveda,  I.  08.  1,2,9. 

78  Ibid,  III.  2.14. 

79  ViSvSnnarannayati  vi£ve  enari*  narah  nayanti  iti  va  api  va  vi6vanara  eva 
syatpratyrtah  sarvani  bhtuani.  -Nirukta,  7.21 . 

50  Kafchopanishad.  1,1. 6-7. 

51  Aita.  Upa,,  2.4. 

52  Cf.  Sa  yo  ha  vai  tatparamaUa  brahma  veda  brahmaiva  bhavati  na  asya 
abrahmavitkule  bhavati.  -Man^ukya  Upa.,  3.2.9. 
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The  individual  letters  in  the  word  agni  denote  the  Supreme:  a 
means  Omnipresence:  g means  approaching  to  and  abiding  in  all; 
n means  Knowledge  or  the  Upanishadic  principle  of  Neti  and  T 
means  the  Permanence. 

Thus,  god  Agni  means  a seer  as  well  as  a priest,  the  sacrificial 
fire  as  well  as  the  yogdgni , the  sun  as  well  as  the  soul  and  ultimately, 
the  Supreme  Bliss. 

For  another  example  of  prabandhasle§a  we  take  Indra  who,  with 
his  various  capacities  as  the  king  of  heaven,  as  the  main  enemy 
of  demons,  as  the  chief  deity  in  sacrificial  rites,  as  the  most  important 
phenomenon  of  nature,  as  the  personification  of'  sthititattva  and 
as  the  intellect  as  well  as  the  heart  and  pituitary  gland  in  animators 
means  the  Almighty  God  for  an  internal  meditator. 

Indra  is  a son  of  Adit i or  Nistigrlb;yi  but  it  is  said  that  he  has 
born  at  his  own  will  as  the  greatest  among  the  divine  beings.84 
Agrayana  resolves  the  word  indra  as  idam  karunat85  that  means  one 
who  does  every  thing  at  one’s  whim  and  fancy.  He  is  called  Jyestha- 
tama.86  There  can  be  no  one  equal  to  him  amoiig  the  celestial  as 
well  as  the  terrestrial  beings: 

Na  tvdvd  anyo  divyo  na  pdrthivo  najdto  na  jani§y ate ,87 

He  is  praised  for  his  unexcelled  valorous  deeds  and  wisdom  which 
he  maintains  for  ever: 

Anuttarm  te  maghavannakimu  na  tvdvd  asti  devoid  viddnah  \ 

Na jdyarmno  na&ate  na jdto ydni  kari$yd  krnuhi pravrddha  II88 


83  Nitfnfr  ditiih  svasapatitftf*  giratiti  nistigrih  — Aditib. 

— Sayaga  on  £gveda,  X.  101.12. 

84  Indro  va  akamayata  jyesthazk  dev&namabhijayeyamiti. 

— Taitta.  Bra.,  3.1 .5,2. 

85  Cited  by  Yaska  in  the  Nirukta,  10.8. 

86  Ijtgveda,  11. 16.1. 

87  Ibid,  VII.  32.23. 

88  Ibid,  1.  165.9. 
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The  word  indra  is  resolved  in  a number  of  ways.89  It  is  resolved 
as  indan  6atrunam  ddrayita  also  that  denotes  to  us  one  who  makes 
one’s  enemies  tom  off  and  Indra  did  it  soon  after  his  birth  contem- 
plating his  manly  prowess  in  war: 

Jajnana  eva  vyabadhata  spjdhak 

PrapaSyadviro  abhi paumyam  rmiam  ll9o 

His  enemies  ran  away  (dravayita  va)  as  soon  as  he  arrived 
at  because  his  strength  is  like  that  of  a thrice-twisted  rope: 

Trivitfidhdtu  pratimanamojasastisro  bkumirnfpate  trlni  rocana  } 

Atldara  vUvarn  bhuvanaia  vavak&ith&iatrurindra ]onu$a 

samdasi  ll9i 

He  is  an  organised  whole  of  the  strength  of  the  three  worlds  and  the 
three  luminaries-the  sun,  the  lightning  and  fire92  that  hint  at  the 
principles  of  the  vydhftis  -bhuh,  bhuvah  and  suvah;  the  word  triri- 
ftidhatu  hints  at  the  three  principles  of  the  three  letters  of  the 
pranava , i.e.,  Om.  For  an  internal  meditator  the  vydhrtis  and  Om 
are  the  illuminative  means  to  drive  away  the  illusory  factors. 

Indra  stands  for  sthititattva  -the  element  of  sustenance.  Food 
and  speech  are  the  most  essential  factors  of  the  state  of  sustenance. 
The  word  indra  is  resolved  as  iram  (anna™)  dadati  and  iraih  dadhati 
which  mean  he  gives  food  and  protects  it  as  well.  Indra  is 
the  presiding  deity  of  rain  without  which  no  food  is  possible  on 
earth.  It  is  already  noted  that  Pururavas  stands  for  the  rubbing  ele- 
ment of  clouds;  it  is  in  this  sense  that  Indra  is  helped  by  Pururavas 
in  killing  the  demons  and  it  is  in  this  sense  that  UrvasI,  who  stands 
for  the  lightning,  element,  dances  in  India’s  court.  Indra  kills  the 
demon  Yytra,  the  configurated  element  of  famine  (seen  in  Nature 
with  clouds  but  not  raining)  with  his  thunderbolt  and  releases 
water  and  thereby  he  favours  the  beings  with  food: 


89  Nirulcta,  10.8. 

90  ftgveda,  X.  113.4. 

91  Ibid,  1.102.8. 

92  Tisro  bhumib  trin  lokan  trfni  rocana  trlni  tejaihsi. 


— SayaJja 
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Asyedeva  iavdsa  Sufantam  vi  vricadvajrena  vrtramindrah  I93 
Ga  na  vrnnd  a xaniramuncadabh i travo  danaie  sacetah  II 

The  demon  Vrtra,  the  absorber  of  moisture  is  cut  into  pieces.  The 
water  released  is  compared  to  good  milch  cow.  The  description 
of  tearing  off  Vrtra  comes  throughout  in  the  Rgveda.  To  protect 
and  to  preserve  the  created  world  the  sthititanva  engages  itself  in 
destroying  the  desturbing  elements  unceasingly.  So,  Indra  is  always 
Vrtraha.  There  are  a number  of  natural  calamities  which  are 
configurated  formidably  as  Sambara,  Tirana,  Arbuda  and  so  on: 
Urana.  for  an  instance,  is  of  ninety  nine  arras.94  Indra  kills  them 
all. 

The  akdra  is  the  first  letter  in  the  pranava-On  and  that  too 
stands  for  the  sthititattva.  A is  the  first  syllable  in  language  and 
that  is  followed  by  all  other  letters.  Every  letter  has  certain 
vibrating  power  and  therefore  is  presided  by  some  or  the  other  ele- 
ment or  deity.  Accordingly,  Indra  who  means  the  preservational 
element  presides  over  a and  finds  out  other  leters  for  speech  or  for 
the  Veda : 

Yo  viivasya  jagatak  prdnataspatiryo  brahmane 

prathamo  ga  avindat  1 195 

The  word  brahman  means  Oni  also.96  Thence,  here,  it  is  meant 
that  akdra  is  followed  by  ukdra  and  makdra. 

Indu  means  Soma— a plant.  Indra  is  food  ot  the  juice  of  this 
plant.  He  runs  towards  it.  The  word  indra  is  resolved  as  indau 
ramata  ili  or  indau  dr  ay  a(  u iti.  Somarasa  is  said  his  food  which 
enables  him  to  kill  the  serpent- formed  demon,  Vrtra -asya  made 
ahim  indro  jaghdna^  and  therefore,  in  each  and  every  sacrifice 
soma  is  offered  to  him: 


93  Pgveda,  I,  61.10. 

94  Ibid,  II.  14.4. 

95  Ibid,  1. 101.5. 

96  The  word  brahman  means  a priest  also;  so  also  ibe  word  gSh  means  cows. 

-Vide  Sayanabb&sya. 


97 


Rgveda,  II.  15.1. 
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Idam  te  annam  yujyurn,  samuksitam,  tasye  hi  drava  piba  Jl9e 

Both  the  words  indu  and  soma  denote  the  moon.  Soma  is  the  king 
of  plants  which  is  an  epithet  to  the  moon.  He  is  called  OsadhUa , 
Vanasputhi  and  so  on.  He  is  eternally  praised: 

Nityastotro  mnaspatirdhimmamah  sabardughah  I 
Hinvano  manusa  yuga  II9? 

The  lord  of  plants,  the  rejoicer  of  intellectuals  is  Snbardughab.  -the 
shedder  of  nectar;  that  is  once  again  an  epithet  of  the  moon.  ' This 
is  how  Soma  stands  for  a plant  by  that  name  and  the  moon  as  well. 
Astrologically  the  moon  represents  mind  and,  in  accordance  with 
the  Indian  method  the  Fate  functions  through  the  moon,  all  acti- 
vities and  fortunes  or  otherwise,  pertaining  to  a man,  are  calculated 
from  the  moon’s  position  in  a horoscope.  Mind  is  subordinate  to 
buddhi-  the  Intellect.  Buddhi  acts  through  mind,  Indra  means  here 
the  Intellectual  Power  that  illumines  all-Indro  viSvasya  rajati.  The 
word  indra  is  resolved  by  Yaska  himself  as  indite  bhUtdni  /«’<><> 
that  which  brightens  the  beings.  The  root  indh  with  rak  enables 
us  to  mean  by  Indra  the  very  heart  in  the  body.  Heart  pomps  blood 
and  that  is  nectar  to  every  limb  of  tbe  body.  Now  Indra’s  drinking 
of  somarasa  and  his  function  of  showering  rain  all  confine  to  the 
function  of  heart.  The  physical  ailments  are  the  demons.  The 
words  trivial  and  trtnt  rocana  seen  already  mean,  the  three  veins 
idd,  pihgaia  and  sufumnS  which  stand  for  the  moon,  the  sun  and 
fire'oi  respectively. 

Indra  is  helped  by  the  Maruts  in  destroying  the  demons  when 
all  other  divine  beings  are  frightened  and  ran  away  from  the  battle 
fields.’92  The  Maruts  are  the  five  wind-elements  (i.e.,  the  pranas ); 
it  is  commonly  known  that  oxygen  (with  other  elements  of  air). 


98  [bid,  VIII.  4.12. 

99  Ibid,  IX.  12.7. 

100  Tadyadcnokii  piagaj^i  MtuiainUhitn  tadtndrasyendratvarft,  -JNirukta,  1U.K. 

101  Vide  Yogacudamanyupanishad. 

102  Aita.  Bra.,  12.9. 
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through  respiration  purifier  blood  and  that  is  pumped  by  heart. 
Any  disease  is  controlled  if  these  pranas  function  properly.  Here 
the  pranayarmtattva  is  also  hinted  at.  In  the  physical  sense  Indra 
means  the  pituitary  gland  also  for,  this  gland  secretes  hormones 
influencing  the  activities  of  other  endocrine  glands  etc.. 

\ • 

For  a yogln  Indra  means  the  Supreme  Bliss-ttfen*  dar&anat .10? 
The  divinity  attained  proceeds  further,  and  finds  Indra.104  The 
somarasa  here  means  the  madhul(*s  as  well  as  the  drops  dripping 
down  from  the  Sahasraracakra  and  it  is  what  brought  down  from 
the  heaven  by  Gdyatrl^  in  the  form  of  a falcon.  The  Supreme 
Being  manifests  in  thousands  of  forms: 

Rupmh  rupnm  prntirupn  hahhuva  tadasya  mpam  praticafoa&ava  I 

Indro  tmyabhih  pururupa  tyate  yuktahyasya  harayah 

fata  daia  11*07 

Thus,  all  the  divine  beings  like  Varuna,  Rudra,  Vi§ou  and  sp  on 
are  the  rulers  of  one  or  the  other  aspect  of  nature;  metaphysically, 
they  all  are  one  or  the  other  physical  part  and  mental  faculty  of 
each  and  every  being  under  the  sun.  PrabandhaSlesa  is  found  with 
all  of  them  because  the  great  ideas  are  expressed  by  their  names, 
epithets,  functions  and  episodes  connected  with  them;  with  their 
various  capacities  they  are  to  lead  a man  towards  perfection  and 
they  all  are  one  in  Indra,  the  Supreme  Bliss. 

There  are  certain  stanzas  in  which  we  find  the  due  of  the  origin 
of  the  epic  concept  of  the  trimurtis-Brabman,  Visnu  and  6iva. 
When  a single  stanza  gives  clue  of  the  origin  of  the  trimurti-concept 


103  Idaxii  darsanadityaupamanyavah.  -Nirukta,  10.8. 

104  Prajapati  created  the  divine  beings.  They  asked  him. to  create  Indra 
also  -Indrarh  no  janayeti.  But,  prajapati  advised  them  to  practice  austerity 

to  find  Indra  in  themselves  — YtxthaJiath  yit$ntdgat\  tapasa  sfka i evarh  indrath 

janayadhvath.  They  did  accordingly  and  saw  Indra  - Te  tapo'tapyanta. 
Te  dtmani  indratnapa&yan.  -Taitta.  Bra.,  2.2.3.3-4, 

105  BrahadSranyakopanishad,  2.5. 

106  Aita.  Bra.,  13.2. 

107  Bgveda.  VI.  47.18  &.  Cf.  with  IV.  26.1,  already  cited  above. 
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we  are  to  accept  prabandhaslesa  manifestin  g therein.  As  an  example 
I would  like  to  cite  the  mrtyuvimocam  rk; 

Tryambakam  yajdmahe  sugandhim  pu§\ivardhanam  I 

Urvdrukamiva  bandhammnrtyormuksiya  mdmftdt  II1#8 

Vasietha  says  that  himself  and  his  pupils  worship  Tryambaka.  The 
Knowledge  Itself  is  Tryarubaka’s  fragrance.  He  provides  comfort 
to  the  worshipper  increasingly.  He  is  prayed  by  the  worshipper 
for  liberation  from  Death  like  a cucumber  gets  liberated  from  its 
stalk:  and  he  prays  for  not  to  separate  him  from  Immortality. 
Here,  the  deity  is  called  Rudra  who  differs  certainly  from  the  epic 
concept  of  6iva.  The  word  tryawbaka  here  means  the  Supreme 
Bliss  only  manifested  in  the  three  aspects  of  primordial  power 
-creation,  sustenance  and  dissolution.  That  gave  birth  to  the  three 
properties***  -satva,  rajas  and  tamos.  The  root  amb  means  to  go 
and  to  sound.  In  Tts  manifested  form  the  Bliss  is  in  these  three 
powers  or  properties  or  It  is  perceived  in  the  form  of  the  sound  Om. 

Brahman,  the  supervising  priest  in  a sacrifice,  who  stands  for 
the  Atharvaveda  is  honoured  with  the  position  of  PrajSpati.  He 
moves  in  all  other  three  Vedas  equally.  The  whole  creation  is 
called  yajna  of  Brahman.  In  the  epics  PrajSpati  is  given  three  heads 
more  and  thus  the  four  headed  Brahma  is  described  throughout, 
in  the  R&m&ya na  the  three  fundamental  properties  or  the  three 
Saktis,  viz.,  Jfiana^akti,  KriyaSakti  and  Icchagakti  are  seen  in  the 
forms  of  Kausalya,  Sumitra  and  Kaikeyi.  Here  Rama,  the  in- 
carnation of  Vispu  is  Trymbaka  as  he  is  their  son*1*}.  In.  the  later 
epic  period  this  word  is  confined  to  Lord  Siva  and  the  ambaka  in 
three  is  taken  to  mean  eye. 

See  another  example  for  prabandhaslesa  in  a single  stanza: 

Catvdri  Srngd  trayo  asya  padd  dve  &r$e  sapta  hastdso  asya  I 

Tridha  baddho  vfsabho  r or  anti  maho  dero  martyd  'dviveSa  M 1 1 1 


108  Ibid,  VII.  59.12. 

109  ‘Trayanaih  aitibakarh  pitararfi  yajamaha....”  -S&yana 

1 10  Tisrah  ar&bab  yasya  sab. 

111  ^gveda,  IV.  58.3. 
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Here,  yajMgni  is  under  description  prominently.  The  mighty  * 
Fire-God  of  four  horns,  three  feet,  two  heads,  seven  hands  and 
triply  belted,  who  showers  the  desired  objects  entered  amongst  men. 
The  four  horns  are  the  four  Vedas.  The  three  feet  are  his  three 
abodes  (the  heaven,  the  middle  region  and  the  earth).  The  two  heads 
are  the  prayanlye$ti  and  the  udayaniye$ti  (in  the  beginning 
and  at  the  end  of  a sacrifice  respectively).  The  saptahastas  are  the 
saptajihvas,  viz.,  kali,  kardli , manojavd,  sulohitd,  sudhtimravarna, 
ugr&  and  pradipta.  The  triple  belt  means  the  three  rupasM2 
Secondly,  this  stanza  means  the  sacrifice  personified113  as  a bull. 
Here  the  four  horns  mean  the  four  priests-/w*r>  adhvaryu , udgatr 
and  brahman.  The  three  feet  are  the  three  oblations  offered 
in  the  morning,  noon  and  evening.  The  two  heads  are  the  yajamdna 
and  yajamdnapatnl . The  seven  metres,  viz,,  gdyatrl , u^nik,  anu&up , 
bt'hati,  tristupjagatl  and  pankti  are  the  seven  hands.  The  mantras , 
the  brdhmonas  and  the  kalpasutras  are  the  three  belts.  The  form 
of  bull  is  attributed  as  it  pours  blessings  only  to  the  yajarttana  and 
to  those  persons  in  accordance  with  the  saiikalpa  like  a bull  pours 
its  semen  in  a cow’s  organ  of  procreation  only114.  Thirdly/this 
stanza  means  God  Sun115.  Here,  the  four  horns  are  the  four 
quarters.  The  three  feet  are  the  three  positions  of  the  sun  in  the 
morning,  noon  and  evening  which  are  found  in  the  form  of  the  three 
Vedas.  The  day  and  the  night116  are  the  two  heads.  The  seven 
rays  which  mean  the  saptams  are  his  seven  hands.  His  tripiying 
belt  means  the  three  spheres  represented  by  the  vydhrtis  - M#, 
bhuvah  and  suvah. 

Further  this  stanza  is  taken  to  mean  grammatical  aspects 
by  Patanjali  in  bis  Mahabhdvya , Kavyapurma  by  Ra-jasekhara  in 
his  KSvyamim&msa  and  so  on.  The  four  horns  mean  the  four 


1 12  The  trirupcu  are  lohita,  Sukla  and  -Chandogyo  panishad,  6.3.1. 

113  Vide  Nirukta,  13.7. 

114  Vrsabhah  prajarfi  varsatiti  va  ati  bfhati  reta  iti  va  tad  vr?akarma  varaana- 
dvr?abhab.  -Nirukta,  9.22. 

115  Vide  Taitta.  Bra.,  3.12.9.1.  and  Saya$abha.?ya  on  the  rk. 

116  Unlike  whit  is  commonly  said  today,  the  ancient  seers  knew  that  the  earth 
takes  round  to  the  sun:  and  the  sun-set  is  only  the  apparent  one. 

-Vide  Aita.Bra.,  14.6. 
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heads  of  Brahman  as  well  as  the  £abdabrahman  of  four  factors, 
viz.,  mma,  akhyata,  upasarga  and  nipdta.  This  stanza  means  the 
manifested  state  of  the  Parabrahman  with  the  four  Vedas,  three 
factors  of  time  (past,  present  and  future),  twofold  means  of  Know- 
ledge^-avidya  and  vidya U7,  three  fundamental  properties  and  seven 
worlds  which  mean  the  seven  cakras  from  mQladhdra  to  sahasrdra. 
The  cakras  or  plexes  are  the  centres  at  which  the  divine  power  is 
recognizably  felt  by  a mystic  both  during  its  descent  and  its  ascent 
to  sahasrdra  plex  through  the  hrahmarandhra . The  sahasrdra  is  the 
point  at  which  a yogin  or  mystic  realises  the  Parabrahman  as 
identical  with  him  in  a state  of  ecstatic  trance. 

Thus,  Vedic  poetry  is  conspicuously  metaphysical  and  its 
prabandhcdlesa  diversifies  the  One  Parabiahman  and  unifies  them 
again  through  the  symbolic  names  that  have  more  than  one  meaning. 
These  meanings  arc  connected  with  uue  another  and  yield  a great 
idea  enabling  us  to  see  that  all  of  them  lead  us  to  the  One  which 
we  started  with. 

(2)  prabandhaSlesa  in  the  mitrasammita 

LITERATURE 

The  Ramayaria  is  the  ddikavya  only  in  the  sense  that  a new 
poetic  era  began  .with  this  work.  This  is  the  first  long  narrative 
poem  divided  in  chapters  and  cantos.  It  is  the  first  Kdvya  known  as 
mitrasammita  type  later.  Mitrasammita  is  one  that  acts  as  a 
link  between  the  vedic  literature  and  the  Post  epic  literature  in 
respect  of  themes  as  well  as  poetic  factors.  • 

Beginning  with  the  Ram&yana  all  the  epics  give  us  a number  of 
stories  of  gods  and  goddesses  and  the  super-human  personalities. 
They  all  describe  the  almighty  nature  of  the  concerned  divine  being 
and  therefore,  they  are  viewed  at  religiously.  They  are  the  works 
respected  highly  for  the  morals  they  teach,  for  the  poetic-beauties 
they  present  and  for  the  stories  they  tell.  It  is  said  that  they  remain 
with  due  regards  30  long  as  the  universe  crisis.  Fur  example,  it 
is  said  in  the  R»m5,yapa: 


117  Vide  l&vasyopanishad. 
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Ydvat  sthasyanti  girayah  sarita&ca  mahltale  l 

Tdvadram iyanakathd  lokesu pracartyyati  111 18 

This  statement  is  true  to  one  and  all  in  the  metaphysical  sense. 
Rama  is  the  spirit  of  life  and  ay  ana  is  its  course.  23  means  fire  that 
is  the  main  part  of  the  soul  in  the  body;  a means  its  nature  of  per- 
manence : and  m with  a means  the  chain  of  rebirth.  S means  taktl 
the  power  of  the  soul;  / denotes  its  manifesting  nature  with  certain 
effect : t means  nectar  and  with  a it  means  the  imperishable  nature 
of  the  power  of  the  soul.  And  this  is  how  Slta  is  the  wife  of  Rama. 
Thus,  the  Rlmayana  is  connected  with  every  soul  in  the  world  and 
therefore,  it  is  not  at  all  confined  to  a Hindu  only  nor  to  man  alone.  It  is 
in  this  sense  that  the  sage  makes  the  above  statement.  This  sense  is 
conveyed  by  the  denotative  power  of  the  letters  and  the  word 
employed  only  and  this  is  what  here  it  is  meant  prabandhaslesa  or 
perceptional  pun  in  the  mitrasammita  literature.  A devotee  as  well 
as  a common  man  finds  here  the  great  splendours  of  gods  and  god- 
desses, the  merited  life  of  high-souled  individuals  and  he  finds  the 
wicked  punished:  a sahfdaya  or  a connoisseur  absorbs  here  in  the 
poetic  sense  and  sound : but,  a man  who  goes  deep  into  the  words 
and  letters  as  well  finds  the  metaphysical  world  opened  to  him. 
To  show  certain  examples119  of  prabandhaile§a  in  this  kind  of  in- 
tellectual instrument  I con  fine  here  myself  to  the  Ramayana  and 
the  Mahabharata. 

Prabandha£le?a  starts  with  the  name  of  the  poet  of  the 
Ramayapa  itself.  Vahniki  is  the  poet  of  this  epic  as  well  as  a chara- 
cter therein.  The  word  vatmlka  means’  that  wherein  beings  move 
about  (valate  -calate  prapi  atra)  which  means  body. The  superim- 
posing element  on  the  individual  soul  that  soul  is  the  body  itself 
means  vUlmlki ; And  therefore,  in  the  metaphysical  sense  Valrnfki 
means  vijMnamdyakosa  which,  in  the  vigatdrtha , separates  an  indi- 
vidual sou!  from  the  Supreme  Knowledge.  For  an  internal  medj- 


118  Bala.,  2.36-37, 

119  Vide  the  two  Kannada  works,  viz.,  RAMAYANADA  ANTARARTHA 
and  BHARATABHAGA  VATAGALA  ANTARARTHA  of  Edaiore  Subray  a 
Sarma.  And  see  my  Kannada  article  " Ramdyay,a-vnclu  Praiimandhanct\ 
pubd.  i n.  NAN  DAN  AVAN  A,  Mulla^ihalU  Swamiji.  felicitation  VOL.,  1978. 
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tator  this  koia  reveals  the  vUesajmna.  The  Supreme  Knowledge 
is  the  Parabrahman.  ' 

Ratha  is ' derived  from  raihh-to  go.  Dctfaratha  means  the 
vehicle  constituted  of  teir  parts  belonging  to  the  ten  organs,-  viz., 
voice,  hands,  legs,  anus,  organ  of  procreation,  skin,  eyes,  ears, 
tongue  and  nose  in  their  early  stage  of  the  blastocyst  form  of  an 
egg  and  mythologically  that  is  the  seer  Ka6yapa.  Sakti  or  Suddlyz- 
sattvd  is  of  three  kinds,  viz.,  Jndna , Kriyd  and  lechd  which  are  in  a 
very  subtle  form  and  in  which  Centana  or  the  Life-Force  of  the 
Parabrahman  reflects  and  functions  throughout  one’s  life-span. 
The  Ceiana  reflected  inJfi&mSakti  is  Buddhi-  the  intellect,  reflected 
in  Kriya&kti  is  Manas -the  mind  and  citta-the  mental  aspect  of 
aiming  at  and  reflected  in  Icch&sakti  is  Ahankara-the  consciousness 
‘of  individuality;  the  three  energies  are  the  three  wives  ofDaSaratha 
called  KausalyS,  Sumitra  and  Kaikeyl  and  the  four  aspects  of 
Cotana  are  his  four  sons  called  Rama,  Laksmai^a,  ^atrugbua  and 
v Bharata  respectively.  The  hormones  secreted  from  the  pituitary 
gland  of  the  mother  which  are  the  basic  need  of  all  these  activities 
in  the  womb  are  called  the  Pdyasa  in  total.  As  regards  the  creation 
of  the  universe  Pdyasa  means  all-pervasive  energy.  The  word 
mma  means  the  continuity  of  the  individual  aspect  of  the  Soul. 
So,  Rama  stands  for  the -element  of  knowledge  (-budhyate  iti); 
Lak$mana  means  the' psychological  element  pointed  out  through 
the  act  of  thinking  (Iaksyate  mananakriyaya).  Knowledge  requires 
correct  thinking;  that  is:  why  RSma  and  Laksmapa  are  always 
together  throughout  the  Ramayana. 

Avidya  in  the  Upanishadic  sense  means  worldly  knowledge 
as  against  Vidyd^o  the  Supreme  Knowledge.  The  Cetana  is  the 
part  and  parcel  of  Knowledge.  Sattvaguna  is  its  innate  nature. 
Through  Avidya  it  is  ceaselessly  attacked  by  Rajogma  along  with 
Tamoguna.  The  Rajastattva  is  configurated  as  Ravapa.  The 
word  rdvana  means  one  who  roars -raw  w"  iti  or  one  who  robs  the 
Sakti  of  the  Cetana — ruvantl  myate  anem  iti.  Kumbhakar^a 
means  the  Tamogunacaitmya . Terrific  persons  also  are  seen  some- 
times merciful;  . that  is  how  Vibhisaija  (vigatam  bliasaijafvam 


120  Vide  ISavasyopanishad. 
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yasmat  sab)  who  stands  for  the  phenomenon  of  Malinasattva  .is 
the  brother  of  the  two  and  joins  Rftffia  later  on.  Tmth  means  earth 
and  that  is  the  element  of  the  mvladhara  plex;  k with  a denotes 
its  stay  in  water-in  the  middle  of  the  generative  orgen  and  anus. 
Thus,  Lanka  means  the  mnlddhdracakra  where  the  mystical  vein, 
Su&mrn  with  the  Kuwjalimiakti,  here  * Sit  a,  is  suppressed  by  the 
Rajogunatva . Thus  the  poet  means  here  neither  $Mlarika.  of  Cylon 
nor  a man  from  southern  part  of  India.  A yogin  finds  his  Kundalint 
roused  through  prundyuma  and  hathayoga  by  conquering  the  ele- 
ments of  Rajas  and  Tamos : that  is  the  release  of  Sita.  Indriyas 
(i.e.,  gods)  are  there  in  each  and  every  being  on  earth;  but.  Self 
Realisation  for  an  individual  soul  is  possible  only  in  the  human 
birth  because  of  man's  physical  structure  and  reasoning  capacity. 
That  is  what  Visnu  takes  birth  as  a man  to  kill  R&vana. 

• ViSv&mitra  means  the  tejastattva  which  leads  the  Cetana  further 
to  the  brain,  to  the  pituitary  gland  or  to  the  mystical  ajnd-pkx  and 
the  veins  ida  and  pingald.  Metaphysically  idd  vein  is  the  Uvara&okti 
or  the  sun  and  that  is  the  river  Ganga  while  pmgafa  vein  is  the  Pard- 
iukti  or  the  moon  and  that  is  the  river  Sarayu.  Pingaia  is  called 
Yamuna  river  also  when  it  is  fully  developed  up  to  the  mwladhara  plex. 
I§vara6akti  is  beyond  the  reach  of  Illusion  or  Avfdya;  hence,  that 
is  the  place  (ajnacakra)  where  cupid  is  burnt  to  ash.  Rama  kills 
Tataka.  Tula  means  rest  that  is  a character  of  the  Tamastattva. 
Therefore,  Tataka  means  the  phenomenon  of  motionless  state 
-tdtam  karoti  iti.  AH  the  demoniac  persons  whom  Rama  kills  or 
drives  away  when  Vi&vamitra  performs  sacrifice  mean  the  Toma- 
stattya  in  the  limbs,  covering  the  just  formed  limbs  in  the  womb. 
The  yajfia  of  Yifivamitra  means  the  creation  of  the  entire  universe 
on  the  one  hand  and  the  formation  of  the  entire  physical  structure 
of  a man  or  woman  in  the  womb  on  the  other.  Now,  Rama  liber- 
ates Abalya  from  the  curse.  ' It  means  the  removal  of  the  inactive 
nature  of  the  beautiful  universe  of  many  planets  departed  from  the 
sun’s  swift  rotations  and  which  is  gradually  developed  with  minerals, 
things  and  beings  on  the  one  hand  and  the  removal  of  the  inactive 
nature  of  the  well  developed  body  in  the  womb  on  the  other. 

In  the  metaphysical  sense  Suddhasattvaguna  or  Mulaprakrti 
lies  in  the  Su$amnd  vein  that  is  beyond  the  reach  of  the  Rajostattva 


164 


PUN  IN  SANSKRIT  LITBRATORE 


and  the  Tamastattra . The  Cetana's  handling  of  the  Suswhna  vein 
before  its  unity  with  the  Suddhasaitvaguna  (i.e.,  Slta)  manifested 
from  the  Hiraoyagarbhabrahraan  is  the  bow-episode:  The  name 
of  the  bow  is  Sun&bha  (susthu  sthiyate  nabhau).  Nabhi  means 
centre  also.  The  vein  staying  in  the  central  place  in  between  idd 
and  pingald  is  Susumnd.  The  individual  soul  pervades  the  entire 
• embryo  fully  developed  in  the  seventh  month.1*1  That  is  how  the 
Ramavatara  is  the  seventh  one  among  the  ten  avataras  of  Visgu. 
The  soul  gets  its  individual  existence  and  the  layatattva  in  the  form 
of  Para6urama  is  defeated.  The  word  paramrama  denotes  one  who 
shatters  all  (-paran  sri>ati  iti  paraS  u;  tasmin  ramate  iti).  Then 
Icchaaakti  becomes  influenced  by  Avidya:  the  human  wants  are 
unlimited.  Manthara  means  the  psychological  element  of  agita- 
tion. The  individual  aspect  of  ahath  overpowers  the  knowledge  of 
the  Self.  Rama  goes  to  the  forest  followed  by  Slta  and  Laksmaua 
and  stays  in  the  Citrakuta,  the  clement  of  vigataJMna.  Later,  he 
goes  to  the  Daodakara^ya  (i.c.,  man  enters  into  the  course  of  the 
practical  life  after  his  birth)  where  the  £ uddhasa  tfyaguna  i s suppressed 
by  the  Rajastattva  starting  with  the  Surpaiiakha-episode.  £drpa 
means  winnowing  basket.  £urpanakhd  is  one  whose  nails  are  like 
ihe  durpas;  and  that  is  jatham  -the  stomach.  Thus,  hitherto,  the 
Ramayana  means  how  an  individual  soul*  departed  from  the  Supreme 
S6ul,  takes  birth  as  a man  and  how  it  comes  under  the  influence  of 
the  • ordinary  course  of  life. 

Hereafter  starts  the  course  of  man  becoming  God.  Rama 
meets  Jatayu  who  stands  for  a guru- the  Force  that  releases  one  from 
the  enmassing  nature  of  Avidyd  (-Jatati  iti  jaid  and  eti  iti  ayuh). 
Jatayu  dies  soon  after  he  narrates  the  matter  howSIt*  is  taken  away 
forcibly  by  Ravaoa  and  the  way  that  he  lias  to  follow.  Guru’s 
work  is  to  direct  the  right  method  and  the  meditator  is  to  proceed 
further.  Then  R&ma  kills  Kabandha  in  the  sense  the  meditator 
controls  the  greed  of  sensual  pleasures,  which  comes  in  the  way  of 
the  Bliss-£o/fr  badhyate  anena  iti.  Rama  meets  Sabarl,  one  who 
stores  only  the  luscious  thmgs-^am  bibharti  iti.  In  the  body  Sabari 
means  the  gallbladder.  A meditator  needs,  first  of  all,  good  physical 
set-up  before  practicing  the  hathayoga  mentioned  further.  In  the 

1 2 1 “ Saptame  m*se  jivasaihyukto  bhavati.”  — Garbhopanishad. 
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metaphysical  sense  Tabari  means  correct  thinking.  There  are  many 
interpretations  of  the  Vedas  or  the  means  of  Knowledge:  the 
meditator  should  choose  the  right  ones.122 

A common  man  may  wonder  as  to  how  Rama  conquers  Ravana 
with  the  help  of  monkeys  and  bears.  The  word  kapi  ordinarily 
means  a monkey;  but,  if  it  is  resolved  as  kam  pati  iti  it  means  that 
which  protects  happiness  and,  that  is  air.  No  body  can  exist  without 
air.  The  happiness  of  a man  ends  with  his  last  breathing.  The 
air  inhaled  and  exhaled  while  breathing  acts  like  the  jumping 
activity  of  a monkey  and  therefore  it  is  configurated  in  a monkey’s 
form.  The  vital  air  in  the  breath  is  reckoned  mainly  in  five  kinds 
and  they  are  named  after  their  position  in  the  body  as  well  as  their 
functions.  They  are  called  prana , apana , satndna , udana  and 
yydwtf.123  • • 

Sugriva,  born  of  the  sun’s  spirit  (ariiSa)  is  the  prana  aspect  of 
the  breath.  The  main  place  that  the  prdrta  resides  is  heart..  It  is 
known  that  in  the  physical  sense  the  inhaled  air  with  oxygenic  ele- 
ment purifies  blood  which  is  pumped  by  the  heart  to  all  the  limbs 
of  the  bedy.  That  is  why  the  prana  is  called  SugnyaSobhanarn 
giryatc  rasSdikam  anena  iti.  In  sustaining  life  the  role  of  the 
prana  is  as  important  as  the  role  of  the  sun  in  the  case  cl  the  uni- 
verse; therefore  Sugriva  is  said  an  incarnation  of  the  sun.  The 
other  places  of  the  prana  in  the  body  are  the  space  in  between  the 
nose  and  mouth,  navel  and  the  foot-thumb. 124  Valin  means  the 


122  SabdajAlaia  mahAranyaih  cittabhramaoakeranam  I 
Atah  prayatnajjMtavyarb  tattvajftattattvamatmanahl  I 

-Sankara  in  the  VivekacudamaQi,  62. 

Ananta&strarfe  bahu\editavya*b 

Alpa&ca  kfiio  bahavasca  vighnah  I 

Yatsarabhutarf*  tadup&sitavyqrfai  . *:* 

Haihso  yatha  k^ramivari*bumi£ra«fall  ^ -Uttaraglti. 

123  Hrdipranah  sthito  nityaifa  apSno  gudamafldale  I 
Samano  nabhide6e  tu  udSnab  kaot-hamadhyagali  M 
Vyanab sarva&arfre  to  pradhanal?  pafica  vayavah  \\ 

-Yogacud&manyupanishad,  23-24 

124  Asyanasikayormadhyaih  hrdayari*  n&bhimaijdalaib  I 
Padaftgusthamitipr&nasth&n&ni  dvijasattama  II 

' -Trifiikhtbr&hmanopanisliad,  78-79. 
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apana  aspect  of  the  breath.  Its  main  function  in  the  body  is  to 
clearout  the  urine  and  filth.  Both  the  Words  v&lin  and  apana 
resolved  as  valate  adhomukham  iti  valarh;  yiziam.  asya  astt  iti  valin 
and  adho  myati  iti  apana  mean  the  same  idea.  Both  the  prana  and 
the  apana  are  very  important  aspects  of  breath.  125  Valin  is  the  elder 
brother  because  the  apana  is  stronger  than  the  prana.  Sugriva  is 
threatened  and  his  wife  is  enjoyed  by  Valin : tt  means  gastric  trouble 
and  so  on  in  the  body.  Jamba  vat  is  a bear  and  stands  for  the  udana 
aspect  of  breath.  Its  place  is  the  neck.  The  word  jambavat  is 
derived  from/uifi-to  eat.  This  aspect  of  breath,  helps ‘in  swallowing 
the  food  Its  function,  at  the  time  of  death,  is  to  exhale  the  breath 
once  for  aU-Urdhvam  nlyate  anena  Iti  udana.  xhat  is  why  Jamba  vat 
is  old  one.  Nala  means  the  vyanavayu  that  pervades  the  entire 
boiy-vistrtam  nayati  iti.  The  word  nala  is  derived  from  ml-  to 
bind.  The  svddhiMhdna  is  the  mystical  plex  belonging  to  jalatattva. 
Next  to  this  plex  comes  the  m&ladh&ra,  the  bhutattva  or  Lanka 
where  the  Kun4alim  is  suppressed.  A.  meditator'  approaches  the 
muladhara  with  the  help  of  the  vydmvayu  in  passing  through  the 
jalatattva:  that  is  what  Nala  builds  up  the  bridge  on  the  sea.  Nila 
means  the , sramSnavSyu.  Its  main  centre  is  the  navel  part  of  the 
body.  Its  function  is  to  digest  the  food  aTltj  t0  dcstributc 

the  essence.  So  Nila  is  offered  the  post  of  the  commander-in-chief 
of  the  Kapisem. 

The  meditator  concentrates  on  all  these  five  aspects  of  breath 
and  treats  them,  through  various  methods  of  prdnayama,  as  required 
to  rouse  the  Kundalini  by  conquering  the  power  of  Avidyd,  the 
Rajastaitva  and  the  Tamastattva.  For  all  these  activities  he  must 
breathe  through  nose  only  that  too  systematically.  This  systematic 
breathing  is  called  Hanumat.  Hanu  means  the  outer  part  of  the 
upper  jaw.  The  breath  passing  through  this  part  is  Hanumat. 
Therefore,  Rama  meets  him  first  before  seciag  Sugriva  and  others 
or  before  recognizing  the  prana  and  apana  etc. 

Now,  it  is  clear  why  Rama  helps  SugfiVa  and  kills  Valia  A 
meditator  requires  pr&^amyu  very  strong  to  r0Use  the  Kundalinl  and 
the  strength  of  the  apdnavayu  is  tp  be  utilised  for.  Thzapdnavdyu 

135  Pranadi  paficakarti  te?u  pradh&naifc  tatra  ca  dvaya&tl 


-Ibid,  76. 
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cannot  be  turned  easily.  The  meditator  controls  it  by  force1?* 
through  prdi^ydma  and  directs  it  to  assist  the  prdnavdyv.  The 
apana  in  its  turned  position  is  called  Angada.  This  aspect  is  storied 
that  R&ma  kills  Valin  and  makes  his  son  Aogada  the  heir  apparent 
in  association  with  Sugrlva.  This  is  how  Praban4ha4le$a  is  seen 
in  the  through  its  each  and  every  episode. 


The  Mah&bharata  follows*  * the  same  method  of  the  Ramayaoa 
and  stands  as  a very  good  example  of  prabandhadle^a.  This  work 
combines  the  physical  and  the  metaphysical  senses  also.  The  word 
bhdrata  itself  is  split  in  two  ways:  bhd  means  splendour;  rata 
means  the  state  of  merging  in;  thus  bhdrata  denotes  the. process  of 
the  attainment  of  salvation:  bhara  means  burden;  that  is  Avidyd- 
the  cause  of  rebirth;  tarari  iti  ta  which  means  to  cross;  thus  bhdrata 
means  to  overcome  Aytdyd  or  to  conquer  mortality  by  Self  Reali- 
sation avidyayd  mrtyum  tirtva  vidyaydntrtamaSnute says  the 
I Savasy  oparr  ishad . 


Vyasa  is  the  post  and  an  important  character  of  the  Maha- 
bharata  as  well.  He  is  the  son  of  Par&Sara  and  Matsyagandha..  The 
word pardSarais  derived  from para  and  £ri;  that  means  an  individual 
soul  departing  from  the  Supreme  Bliss.  . Matsyagandha  means 
Parasakti  or  M&ya-  or  Mulaprakrti  which  is  the  root  cause  of  all 
the  creations.  She  stands  for  the  intrinsic  power  of  creation.  ^ A 
seed  becomes  a tree  and  vice-versa:  in  the  same  way  Maya  or  Mula- 
prakrti starts  its  function  with  creation  and  ends  with  dissolution; 
and  once  again  starts  with  the  beginning.  This  is  what  Matsya- 
gandha. takes  the  boat  from  one  bank -to  the  other  of  the  Ganges. 
When  this  Rara4akti  starts  functioning  with  creation  in  the  form  of 
driving  the  boat  She  is  favoured  with  the  Sadkalpa 128  of  the  Paramd - 
tmatattva  that  is  Paraiara.  In  the  physical  sense  the  ovum  dhites 


126  Adhogitimapanaife  vai  urdhvagarfi  kiirute  bal&t  11 

“YogacatJ&manyupafiishad,  42 . 

127  R&m4y*naik  mah»kavyam5dau  vtdmikina  kptaifa  \ 


T a dcvfcd  a r£  ant  »r  fklhya  v e da yy » so  munikvaraV  I 
Cakro  (mah§)bh&r  at  akh  y at  a rfa  itihasaih  puratanaik  \\ 

-Brahaddharmapurfl.pa : Purvabh&ga*  XXV.  28-30. 

128  So'k&tnayaia.  Bahusyaxh  prajaycycti. . . . -Taitta.  Aia.,  8.6- 
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with  a Sperm  and  an  egg  is  formed;  this  is  how  Matsyagradha  he- 
comes  Satyavati-{satyaiii  asyftb  asti  iti)  as  well  as  Yojanagandha^9 
(by  carrying  the  elfect  of  past  deeds  in  the  metaphysical  sense)  and 
Vyas'a  is  born.  The  word  vyasa  is  resolved  as  viSesena  ft syate  yeiia 
sak  and  vividham  dsanam  yasya  salt  and  which  means,  in  the  philoso- 
phical sense,  the  param&tmasahkalpaiakti  and,  in  the  physical  sense, 
the  blastocyst  form  of  the  egg  just  before  the  development  of  an 
embryo.  In  the  astronomical  sense,  Vyasa  stands  for  the  various 
planets,  departed  from  the  sun  owing  to  his  swift  rotations,  which 
influence  the  beings  on  earth. 

Santanu  means  the  Saguijabraliman-iam  mnotl  iti.  The  word 
is  resolved  by  Yaska  as  Sam.  tarioh  asiu  iti.  Ganga  means  Vidya, 
the  Knowledge  (-gam  gamayati  iti)  that  reflects  in  the  Saguriabrah- 
man.  That  is  how  the  Ganges  marries  Santanu.  The  son  Deva- 
vrata  means  the  divine  sphere  of  action  and  that  is  the  vijftanamiya- 
koia  in  the  metaphysical  sense.  Vidya  disappears  soon  after  this 
koia  is  formed.  The  Sagunabrahman  advances  to  Yojanagandha 
or  Nature.  If  the  vijttna  remains  in  the  state  ot  aham.  brahmasmi 
the  Sagunabrahman  cannot  be  one  with  Nature.  So,  it  comes  down 
from  the  level  of  viSe$ajnana  to  the  level  of  vigatajnSna  or  the  state 
of  individual  aham.  That  is  why  Devavrata  is  called  Bhi§ma  because 
the  course  of  the  individual  soul  under  the  control  of  Nature  is 
considered  terrific-  bhi§anaih  rmnyate  iti. 

The  word  citmngada  denotes  a person  of  variegated  or  hand- 
some form  and  it  means  the  creation  of  the  gandharvas.  They 
mean  the  sound-germ  in  an  embryo  (-ganam  dharma  yesam  te) 
and  they  belong,  metaphysically,  to  Suddhasatvaguna.  The  word 
vteitranrya  denotes  gods  whose  status  is  higher  than  that  of  the 
gandharvas.  Both  Citrapgada  and  Vicitravirya  mean  the  total 
cells  of  an  embryo  in  its  early  stage  reckoned  in  two  groups  belong- 
ing to  sound  and  tubular  organs  (the  nadis).  Next,  the  cells  of  the 
blastocyst  automatically  develop  into  the  ten  organs*  i.e.,  five  organs 
of  action  and  five  organs  of  knowledge;  therefore,  the  Sagunabrah- 
man becomes  silent  hnd  that  is  the  death  of  Santana. 


129  Cf.  ttgveda,  X.  129.  3-4. 
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Amb&,  denoting  the  element  of  speech  (ambyate  6abdyate) 
stands  for  jnanasakti ; Ambika,  denoting  the  productive  energy* 

( ambate  janayati  iti)  stands  for  kriyaiakti  and  Amb&lika  means 
icchdkakti.  All  the  three  arc  the  daughters  of  the  king  of  Ka61.. 
That  which  shines  is  kaii-kddate  iti.  The  lord  of  Kfiii  means  the 
creational  phenomenon,  the*sun  in  the  astronomical  sense,  in  which 
the  above  mentioned  three  iaktis  are  manifested.  The  jnanaiakii 
refuses  to  accompany  the  gods  (or  the  germs  of  the  tubular  organs) 
for  they  cannot  attain  salvation~&&?**  punye  martyctlokcm  vtianti, 
says  the  Gita.  Ambika  and  Atnbalika  are  married  with  Vicitravirya. 
He  dies  of  T.B.  without  an  offspring.  It  means  that  the  gods  are 
unproductive.  The  nd$is,  crores  in  number,  in  the  body  are  very 
subtle  and  they  function  only  indirectly. 

Nature  proceeds  further.  The  Paramatmasankalpaiakti  is 
requested  to  work  on  kriyaiakti  and  iccha&aktl.  Krtyaiakti  forgets 
its  divinity  and  that  is  how  Ambika  closes  her  eyes  when  Vyasa 
approaches  her.  Dhytarastra  is  born.  He  means  to  us  the  force 
that  maintains  the  body -dhrtam,  rd&tram  yena  sab  and  stands  for 
the  element  of  rajoguna  which  is  ruled  completely  by  Avidy&  or 
worldly  knowledge.  His  blindness  implies  the  absence  of  Vidy& 
in  him.  Jcchdiakti  entertains  the  Paramatmasankalpaiakti  but 
without  enthusiasm.  So  malinasatvaguna  is  resulted.  Thus*  Pandu 
is  born.  Vidura,  the  son  of  the  maid  servant  of  Ambika  means  the 
properties  of  the  auxiliary  power  of  kriyaiakti  such  as  satya,  mti 
etc.  -vigatah  durah  yasmdt . 

Gandharl  means  intrinsic  power  of  rajpguna  that  bears  the  entire 
world  of  ordinary  way  of  life  gam  dhdrayati  iti . Duryodhana  means 
the  rajogunapradhmaiakti  which  influences  the  beings  so  as  to  ^act 
ceaselessly  through  the  chain  of  cause  and  effect  and  his  brothers 
denote  the  various  capacities  of  rajoguna  and  tamoguna  as  well. 
Kunti  means  the  energy  of  malinasatvaguna  which  protects  the  body 
from  all  dangers-  hum  tdyate  iti.  MadrS  means  the  desire  for  enjoy- 
ments. Five  sons  are  born:  they  are  the  five  malinasatva  properties 
of  the  five  elements,  viz.  akaSa,  v.zyu , tejas,  ap  and  prthivl  respectively. 
The  intrinsic  power  of  all  these  five  elements  combined  is  Draupadl. 
The  struggle  for  existence  of  the  rajogunapradhanO&akti  with  the 
chain  of  birth  and  rebirth,  as  against  man’s  desire  for  Salvation,  and 
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his  bent  of  mind  with  heart  and  soul  in  attaining  the  goal  through 
the  energies  of  malinasatvaguna  are  described  in  various  episodes 
throughout  the  Mahabh&rata. 

■ The  work  by  name  Jay  a is  called  ftihdsa  by  Vyasa  himself. 
The  word  itihdsa  commonly  means  history.  The  word  is  split 
as  iti -\-!ta  +asa  and  it  means  ‘it  was  (asit)  in  t hi s manner’.  It  is  proved 
by  V&sisthaGanapati  Muni,  the  venerable  sage  of  this  20th  century 
as  to  where  it  was.  He  unlocks  the  secrets  of  the  Mahabharata  by 
proving  its  characters  and  events  not  other  than,  those  of  the 
Rgveda.13# 

Lord  Kflsua  is  no  other  than  Indra.  of  the  Rgveda.  Devaka, 
the  brother  of  Ugrasena  and  the  father  of  Devaki,  in  the  Mahabha- 
rata is  the  same  as  one  killed  by  India.131  Devaka’s  daughter 
Vikuntha,  in  the  Veda,  performs  a great  penance  to  get  a son  equal 
to  Indra  in  bravery.  Indra  is  not  ready  to  sec  some  body  else  equal 
to  him.  So,  he  himself  takes  birth  in  her  and  thereby  he  is  called 
Vaikuntba.132  Vaikuptha  describes  himself  as  Almighty  God133 
and  that  is  found  in  the  Gita  also.  The  epithets  Vasudeva-son  of 
Yasudeva  and  Gop&la  -the  protector  of  cows,  wealth,  food  etc.  are 
found  belonging  to  Indra.  The  following  rk  conveys  these  points: 

Jagrbhmd  te  dakfmamindra  has  writ 
vasiiyavo  vasupate  vasundrh  [ • 

Vidmd  hi  tva  gopatim  Aura  gommasma - 
bhyem.  citrark  vraanarh  ray  ini  deth  If134 

Vftra  killed  by  Indra  is  called  Vyarhsa135  also  because  of  his  defor- 


130  Wvdt  BHARAT  AC  A RITRAP A RlKS  A written  by  Vasif^ha  Ganapati  Muni 
in  the  year  1933. 

131  .Devakaik  ciiminyaminirh  jaghintha.  -Rgveda,  VII.  18.20. 

132  Vide  Brahaddcvata.  7.49-60. 

133  Indro-vatkunpha  suktas.  -Rgveda,  X.  47-50. 

134  Rgveda,  X.  47.1. 

135  Yo  vyadisam  jahF^a^ena  manyuaa . . . . ahan. 

-Rgveda,  I.  101.2  &.  see  II.  14.5.  TIT.  34.3  etc.  Vyariasaifc  -vigatabhujam: 
• vrtraiU.-Sayaria. 
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med  shoulders.  Instead  of  tigatm  aiiisau  it  is  taken  as  kutsitau  t 
amsau  in  the  Bharata  and  here  he  is  called  Kamsa.  Kys^a’s  K-aliya- 
mardana-episode  is  found  in  Indra*  s siaining  Ahi-the  serpent  form 
of  Vptra: 

Ahannahim  pariiayanamarnah  pravartanirurado  vtiya  dhemb  11 136 

V 

Indra  killed  the  serpent  slumbered  in  coils  and  he  released  the  water 
to  every  one’s  delight  through  canals.  Reference  may  be  pointed 
out  for  Kysna’s  elopement  with  Rukmini: 

Vadhuriyaih  patimicchantyeti  ya  im  vahdte  mahtiimisir&wi  I 
Asya  Sravasyddratha  a ca  gho$dtpurH  sahasrd  parivartay&te  II1** 

The  bride  of  Indra  devoted  to  her  lord  attends  him,  Indra  takes 
the  .queen  to  the  chariot  that  sounds  loudly  and  scatters  around 
thousands  of  riches.  " The  rks  seen  by  Indr5.nl158  mean  the  idea 
of  Satyabhivma  of  the  Bharata. 

• 

■ Balar&ma  is  said  to  be  an  incarnation  of  Sesa  who  bears  the 
earth  with  his  thousand  hoods.  It  is  a fact  that  the  thousand  rays 
of  the  sun  support  the  earth.  The  sun  is  the  fire  of  the  sky.  His 
rays  are  seen  in  the  form  of  hoods  of  a serpent  staying  in  budhna 
-the  sky:  therefore  he  is  Ahirbudhnya^9  who  is  taken  asBalarama 
in  the  Mahabhara'ta.  The  sun’s  rays  extract  moisture  from  water 
that  becomes  cool  in  the  atmosphere  and  it  rains;  it  is  meant  by  • 
the  word  sankar$am  which  is  another  name  of  Balarama.  He  is 
called  Halm  for  his  weapon  is  a plough  and  because  he  directs  the 
farmers  to  plough  the  earth  with  his  monsoon-rains.  The.  word 
budhnya  means  body  also.  The  vijndna  aspect  of  the  sun  with  the 
Cetana  in  a body  causing  the  individual  aspect  of  aham  and  thereby 
supporting  the  worldly  business  of  life  is  Ahirbudhnya  or  Balarama. 
Ahirbudhnya  is  prayed  not  to  harm.  It  means  that  the  suns  rays 

should  not  extract  the  water-element  from  the  ploughable  lands  and 


1 36  3$gveda,  IV.  19.2  &.  there  are  many  rks  to  tell  Indra  destroying  the  serpent. 

137  Rgveda,  V.  37.3. 

1 38  Ibid,  X.  145.  All  the  six  rks  in  this  Sukta. 

139  Ibid.  VII.  34. 16,  17/ 
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the  aham  element  in  the  Cetana  should  not  be  selfish.  That  is  what 
Kj^na  consoles  him  many  a time  when  he  wants  to  support  Duryo- 
dhana.  Balarama’s  wife  Revan'  means  dhanavtl — the  richness. 
This  is  the  phenomenon  found  with  the  capacity  of  Ahirbudhnya 
in  making  the  earth  productive.  Revatl  means  Urn  alsoM o 

The  word  arjuna  means  whiteness.  It  is  used  as  an  adjective 
qualifying  jo/noma. Hi  This  word  means  Tndra  also -arjunix 
itwdrasya  narna.  Arjuna  in  the  MahabhSrata  is  bom  of  Indra’s 
spirit  (ariufe).  The  Rgvedic  Kutsa  who  is  called  Aijuneya  also  and 
who  is  helped  by  Indra  in  destroying  Susna  and  Kuyava  as  well 
as  many  other  bad  elements  is  called  Arjuna  in  the  MahabhSrata. 
The  following  stanza  makes  it  dear: 

Tvam  ha  tyadindra  kutsamavah 
SuSrHsamanafi,  tanva  samar ye  I 

Dasarh  yacchu$nam  kuyavatii  nyasmd 
arandhayc  drjmeydya  Mk$an  1 1 142 

means  Kar^ia  bora  of  the  sun’s  spirit.  The  word  means  cloud 
which  carries  away  the  moisture  but  not  showers.  Su§i?a  has  well- 
fastened  covering  (Sussasya  cit  parihitarh  yadojab^)  which,  is  cut 
off  by  Indra  with  his  thunderbolt ; and  the  same  episode  is  taken 
f n the  MahS-bharata  as  suited  to  the  plot.  Indra  becomes  the  chario- 
teer of  Kutsa  in  slaying  Susoa -vaha4u$naya  vadham  kutsam  vatasyfd- 
vaihM*  EtaSa  was  harassed  by  the  sun ; so  Indra  attacks  him  -the 
irresistible  geindharva  (gavam  fa^rmnam  dhartaraxn)  with  Kutsa  as 
well  as  wind-like  swift  horses: 

YattudatsHra  etadam  vankn  vet  tasya  parnind  I 
Vahat  kutsamdrjuneyam  satakratuh 

tsaradgandhurvamastTtam  II145 


140  E.g.,  see  Sgveda,  III.  61 .6  &.  IV.  51 .4.  etc. 

141  #gvcda,  HI.  44,5. 

142  Ibid,  VII.  IS.Z.  ■ 

143  Ibid,  I.  121.10. 

144  Ibid,  1.  175.4  andCf.  VIII.  J.1J.,  IV.  16.11  etc. 

145  Ibid,  Vin.  1.11.  &.  seel.  61.15. 
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is  suits  to  the  episode  of  the  Mahabh&rata-war  in  which  Yudhisthira 
It  defeated  by  Karaa  and  Kpsqa  drives  the  chariot  of  Arjuna  to- 
wards him  for  an  attack. 

The  Egveda  hints  at  the  five  P&pdavas: 

Etattyatta  indra  vrsna  uktham  vandgira  abhigrnanti  rddhah.  i 

Rjrd-svah  prastibhiraih ban$dh  sahadcvo  bhayarndnah  suradhdh  II 

The  sous  of  king  Vrsfigira  are  RjraSva,  Ambarisa,  Sahadeva, 
Bhayamana  and  Sur&dhas.  The  five  prince-seers  together  saw  19 
rks  of  a hymn  146.  Rjrafiva  stands  for  Arjuna,  Arabarisa  for  Dhar- 
mar&ja,  Bhayamana  for  Bhima,  Suradhas  for  Nakula  and  the  name 
of  Sahadeva  is  taken  as  it  is  in  the  Mahabhorata  The  words  re- 
solved express  relevant  senses  pertaining  to  the  five  Papdavas.  The 
word  vr?agira  means  wish-yielding  speech  that  is  Qm.  The  five 
seers  of  the  nineteen  rks  as  well  as  the  Paodavas  mean  the  five  aspects 
of  breath.  Ambari$a  (or  Eta6a)  as  well  as  Dharmar&ja  mean§  uddna 
that  resides  in  throat  and  that  is  ruled  by  the  God  of  Death.  Bhaya- 
mana as  well  as  Bhima  means  vydna  that  pervades  entire  body  and 
that  is  ruled  by  the  Wind-God.  Rjrfiiva  (or  Kntsa)  as  well  as 
Arjuna  means  Prana  without  which  no  action  is  possible  end  he 
means  the  individual  soul  ruled  by  Indra  or  the  Supreme  Soul. 
Surffdhas  as  well  as  Nakula  means  the  santana  aspect  of  braeth 
and  Sahadeva  means  the  apdna  which  are  to  maintain  the  health; 
both  are  ruled  by  the  ASvins.  They  all  ajm  at  one  object,  i.c., 
maintenance  of  health  in  ail  ordinary  sense  and  rousing  tbe  Kundalim 
in  the  metaphysical  sense.  That  is  how  Draupad!  is  a common  wife 
of  the  five  Pfcndavas. 

Rjr&Sva  cuts  up  in  pieces  hundred  sheep  for  the  sake  of  a she- 
wolf.w  The  number  of  sheep  tallies  with  the,  number  of  the 
Kauravas.  Kuyava  or  KuyavSk  who  is  killed  after  the  death  of 
Susna  means  Duryodhana.  Indra  Rills  him  in  the  fore-part  of  the 
day; 


146  Ibid,  I.  100.  The  17th  rk  of  this  hymn  is  cited  above. 

147  Ibid,  1. 116.16. 
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Kutsdya  $u$nama6usarri  ni  barhih  prapitve  a fui ah  kuyava  m 

sahasrd  ll^s 

Here,  it  is  to  take  that  Kuyava  is  killed  according  to  Indira’s  plan. 
Duryodhana  conceals  himself  in  water  and  that  is  what  done  by 
Kuyava  also.149  The  valiant  descendant  of  the  Maruts,  the  wrest- 
ling warrior  described^  means  the  slayer  of  Duryodhana.  The 
brothers  of  Kuyavak  (hard  talk)  are  Mrdhrvaks  - the  troublesome 
elements  of  the  organs  of  speech  mean  the  various  aspects  of  Avidya 
and  they  are  killed  in  duryone^ 1 -the  battle.  Drub152  stands  for 
Dhrtara^tra  and  ParSu  153  or  An&ryS,  stands  for  G&ndharl.  And 
in  this  manner  all  the  characters  of  the  Mahabharata  are  found  in 
the  Rgveda  which  expresses  various  ideas  leading  to  the  Supreme 
Being. 

In  the  Puraipas,  for  an  example,  see  the  perceptional  phenomena 
behind  Lord  Ganapati.  Ganah  means  the  five  breath-elements, 
viz.,  prana , apdna,  uddna , satnana  and  vydna  which  are  to  keep  in 
force  the  course  of  life  of  all  the  beings — gamayantah.  niyante  yaih. 
They  all  serve  the  individual  souls  which  are  the  part  and  parcel 
of  the  Supreme.  Ganafy  means  even  the  five  fundamental  elements 
-earth,  water,  fire,  air  and  ether;  in  this  sense  the  word  ganapati 
denotes  the  Supreme  Power  or  the  efficient  cause  of  the  universe  and 
so  Ganapati  is  called  Bhutaganddhisevita.  The  word  Gamh  denotes 
the  various  kinds  of  speech  also;  here  Ganapati  means  intuition. 
Speech  bereft  of  the  grace  of  intuition  causes  troubles.  To  worship 
Ganapati  first  is  to  honour  intuition  all  the  more. 

Ganapati  is  called  Vinayaka  also.  The  word  vimyaka  is  re- 
solved as  vinam  nayakah.  V%  as  a verb  means  to  go  or  to  be  born. 
Individual  souls,  according  to  the  theory  of  rebirth,  go  from  bodies 


148  Ibid,  IV.  16.12. 

149  Ibid,  I.  104.4. 

150  Yus  made  ti  mutfihd  b&huj&to  yusmatsadartho  mar  Utah  suvirdhW 

Rgveda,  V.  58.4. 

. 151  Ibid,  V.  29.10. 

152  Ibid,  X.  73.2. 

153  Ibid,  I.  92.10;  X.  86.23. 
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to  bodies.  Vi  as  a noun  means  bird  as  well  as  air : and,  VinaW 
therefore,  means  the  Vital  Air  on  the  one  hand  and  chjtf^, 
birds  on  the  other.  There  are  references  of  a number  of  Vin%c,0f 
who  were  troublesome  found  in  the  Mahabharata,  Sfintimay^s 
and  Yajflavalkya-smrti  etc.  In  such  cases  the  word  is  resolv^  ^ 
yjgatah  nayakah  yebhyah  te,  which  means  the  uncontrolled 
elements  that  cause  paralysis,  gastric-trouble  and  so  on- 
are  to  be  brought  under  the  control  of  the  visetamyakai  a»d  V 
Vinayaka  means  the  presiding  deity  of  pranayama  or  breath-eXetc^ 
A man  if  wants  to  become  a yogin  is  expected  to  begin  mwit*,.  • 
with  prSndydma  just  as  in  a religious  rite  a Hindu  worships  b 
Lord  Ganapati.  The  word  vinayaka  is  resolved  as  ^ ‘ 
myante  vayah  yena  and  thereby  it  means  that  Vinayaka  leads  ii^.' 
dual  souls  that  are  named  after  a species  of  birds  called  swan,  ^ 
the  Supreme  Bliss, 

An  individual  soul  is  called  a bird,  Huwsu- a swan ; the 
Soul,  on  the  same  line,  is  called  Paramahamsa.  Ha  and  * «te^ 
respective  sounds  of  exhaling  and  inhal  ing  the  breath.  Ha  is  Presi^ 
by  Siva  and  sa  by  Sakti.  Breath  exhaled  once  for  all  makes  a b^,- 
corpse:  and  it  is  in  this  sense  that  Siva  is  the  presiding  deity 
Death.  An  individual  soul  gets  a body  when  the  creational  ^ 
represented  by  m (or  Brahman)  in  between  the  two  letters  “»td^ 
undertakes  its  function  and  thereby  the  way  for  sa  is  paved.  (,/ 
with  the  inhaling  function  that  an  individual  soul  starts lts  co^ 
in  earthly  state;  and  this  phenomenon  is  figuratively  told thal  %,(j 
or  Parvatl  gave  birth  to  Ganapati  in  the  absence  of  sivs'  ^ 
means  Nature.  Hence,  it  is  said  that  Parvatl  has  created  'j* 
of  Ganapati  out  of  the  mud  of  her  ovm  body.  Gamps'1  j 
in  the  body  is  the  muladhara  plex  which  represents  the  ®r,%  eif. 
ment  and  which  is  the  secret-place  of  the  Kuwallni  Sckti  in  ^ 
metaphysical  sense.  The  letter  a in  sa  and  ha  denotes  the  unety^ 
chain  of  birth  and  death  caused  by  the  effect  of  the  individual  egoi^ 
And  that  individual  egoism  is  to  be  destroyed  if  one  wants  10  be 
from  rebirths:  and  that  is  why  6iva  cuts  the  head  of  Parvati s ^ 

It  is  to  cut  off  even  the  impressions  of  the  past  deeds  or 
the  Muktikopanishad  calls.  Then  harhsa  becomes  the 
sa:  the  individual  soul  absorbs  in  On.  That  is  ho# 
becomes  Gajanana;  for,  the  root  gaj  means  to  sound.  Ga%ii,, 
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trunk  stands  for  the  o in  Orn.  The  Pura^as  take  an  elephant  to 
mean  supporting-element  also.  They  say  that  the  eight  quarters 
are  supported  by  the  eight  elephants.  The  elephant-face  of  Lord 
Gapapati  denotes  that  God  is  the  support  of  the  entire  universe. 

Accordingly,  Prabandhasle?a  or  perceptional  pun  is  seen  in  all 
the  portions  of  the  Purapas.  All  the  works  which  are  influenced 
by  the  Prabhusummita  and  Mitrasammita  literature  do  possess 
perceptional  pun.  The  richness  of  the  Vedic  and  epic  poetry  is 
revealed  thus  in  the  double-entendre  of  physical  and  metaphysical 
significances  by  the  very  characters  and  anecdotes. 

Inspired  utterances  are  never  overridden  with  verbal  puns. 
The  pun  that  is  rooted  in  the  fundamental  symbolic  sense  is  a 
theory  by  itself  as  exemplified  in  the  Vedic  hymns.  Breaks  in 
tradition  alone  can  destroy  the  usefulness  of  par  onomastic  styles 
connotatively  as  well  as  denotatively  as  seen  in  the  interpretations 
of  the  Vedas  and  the  Upanishads  or  the  BhagavadgitS.  The 
expressed  meanings  of  sentences  themselves  are  differently  under- 
stood by  different  Acaryas.  Each  Acarya  sticks  to  his  gun  unlike 
Yaska  who  freely  gives  more  than  one  meaning  to  many  nouns 
and  verbs.  Pun,  in  its  narrow  sense  is  the  enemy  of  science  or 
sastra;  but,  in  its  broad  sense  it  is  at  the  root  of  all  human  speech 
whether  literary  or  non-literary. 

The  earthly  life  symbolizes  the  life  of  the  gods  as  shown  by  Sri 
Vasistha  Ganapati  Muni  in  his  interpretation  of  the  Mahabharata. 
The  divine  life  is  seen  symbolizing  mystic  movement  of  the  spiritual 
power  earlier.  Hence,  symbolism  and  paronomasia  are  found  to 
be  compresent  in  the  revelation  of  Prabandharasa  along  with  Pra- 
bandhaile$a.  The  perceptional  pun  stands  for  great  ideas  in  litera- 
ture as  explained  in  the  tenth  chapter  of  “Theory  of  Literature"  written 
by  Dr.  Renewelleck  and  Mr.  Austin  Warren.  Dr.  D.  V.  Gundappa 
states  in  hi$u Sahitvadakti " that  a great  poet  makes  the  aesthetes  think 
of  and  meditate  upon  great  ideas  after  they  enjoy  rasa  or  the  aesthetic 
appeal  of  his  great  work.154  The  illustrations  given  above  from 
the  Vedic  and  epic  poetry  amply  testify  to  the  truth  of  his  statement. 


154  Kdvyaalli  Jlvanatauvadariam,  pp.  132-139. 
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The  Ramayaua  and  the  MahabhSrata,  primarily,  make  us  enjoy  . 
the  Karuna  and  Santa  sentiments : further,  they  provoke  thoughts  of 
ethical,  metaphysical,  spiritual  and  mystic  importance  that  consti- 
tute the  glory  of  Indian  culture.  The  paronomastic  device  spiritua- 
lizes the  poerty  and  poetizes  the  spiritualism  of  our  ancient  sages 
from  the  beginning  to  the  end  of  a Vedic  or  epic  work.  The  Pra - 
bhandha£le?a  of  Kalidasa's  gankuntala  lies  in  the  humanisation  ot 
the  devine  life  and  devinisation  of  the  human  life  on  the  basis  o 
analogical  parallelism  of  characters,  moods  and  situations  belonging 
to  the  kingdom  of  Dusyanta  and  to  that  of  Indra.  The  paronoma- 
stic thread  of  symbolism,  of  course,  is  more  explicit  and  less  allegori- 
cal in  the  drama.  The  word  pun,  thus,  evolves  into  a perceptional 
pun  or  composition-pun  or  Prabandha&esa  which  is  the  topmost 
peak  of  poetic  achievement  in  any  language  of  man. 


CHAPTER  VII 


avasthX^lesa 

(-'SITUATIONAL  PUN) 

Great  poets, beginning  with  Valmlki  bring  a number  of  situations 
or  Avasthas  with  two  contradictory  effects  which  serve  the  purpose 
of  basement  for  the  plots  of  the  works  written  by  them.  The  Ste?a 
dealing  with  such  Avasthas  can  hi  called  AvasthaAle&a  that  becomes 
another  principle  of  the  theory  of  pun* 

Pun  stands  unshaken  as  a function  of  words  which  are  used 
by  an  intelligent  poet  for  the  purpose  of  enhancing  an  intended 
poetic  idea  in  the  course  of  delineating  an  art  emotion.  Like 
sphota , it  is  multi-functional  and  multifaceted  in  its  power  of  psycho- 
logical stimulation-both  of  expected  and  unexpected  nature  in  a given 
context.  Situational  pun  or  Avastha&le&a  is  exclusively  based  on 
psychological  phenomena.  It  is  not  merely  of  sound  or  sense  in 
the  narrow  interpretation  of  the  terms.  Perfect  concentration 
on  a particular  object  misconceived  creates  certain  situation  or 
uvasthd  which,  however,  becomes  the  key  to  the  whole  plot  further 
developed.  Naturally,  Valmlki  is  the  first  poet  to  bring  situational 
pun.  Lak^mana  is  not  deceived  by  the  fraudulent  words  of  Marlca 
at  the  latter’s  death.  He  knows  that  Rama  is  an  unconquerable 
hero  and  he  is  aware  of  the  various  tricks  of  demons.  But,  Sita 
misconceives  his  stand  and  his  bent  of  mind  towards  his  duty  of 
protecting  her.  She  objects  his  stand  and  censures  strongly  that 
he  is  after  her.  Lak^matta  finds  no  way  other  than  that  of  going 
in  search  of  Rama.  This  situational  pun  enables  Rava^a  to  carry 
away  Sita  by  force.  This  situation  by  virtue  of  its  double  meaning 
brings  about  the  said  catastrophe.  The  dual  interpretation  of 
Laksmana’s  stand  constitutes  the  situation. 

Vyasa  brings  wonderful  situational  puns  which  are  found, 
sometimes,  advantageous  also  to  the  characters  subjected. 
Arjnna,  for  an  instance,  is  benefited  twice  by  situational  pirn 
remarkably.  In  his  marriage-episode  with  Subhadra  he  means 
a great  ascetic  to  Balarama  while,  at  the  sametime,  he  means  a 


avasthaSlesa 
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lover  of  Subhadra  as  well  as  the  intimate  friend  of  Kma?. 
Another  incident  takes  place  in  the  palace  ot  Indra  at  heaven. 
UrvaSi  approaches  Atjuna  with  passionate  love;  but  Arjiina 
thinks  of  her  as  a mother.  UrvaSi  misconceives  his  explanation 
and  she  curses  him  to  be  a. eunuch.  This  curse  becomes  a boon 
for  him  by  the  grace  of  Indra  and  he  utilises  it  at  the  nick  ot 
time  of  his  secret-stay  in  the  capital  of  King  Virata. 


There  are  several  punning  situations  in  the  Puraijas.  The  story 
behind  the  elephant-face  of  Lord  Ganapati  and  the  story  belonging 
to  Lord  Visnu’s  attendants,  Jaya  and  Vijaya,  suffice  to  convince  a 
man  of  taste  that  certain  situations  with  paronomastic  meanings 
twist  the  entire  plots  concerned.  Obedience  to  one  s mother  or 
elderly  persons  and  to  the  master  as  well  is  a virtue.  But,  Ganapat. 

loses  his  original  head  as  a result  of  Siva’s  misunderstanding  that  he 

displays  haughtiness  and  shows  disrespect.  Likewise.  Jaya  and 
Vijaya  suffer  from  the  curse  of  demonhood  given  by  the  sages 
headed  by  Sanaka,  who  misunderstand  their  refusal  to  allow  them 
into  the  privacy  of  Vissiu.  ' 


A very  wonderful  situational  pun  can  be  seen  in  the  curse  of 
Durvasas  in  the  Sakuntalam.  Sakuntala  being  absorbed  in  the 
thought  of  her  husband  cannot  be  a sinner  and  hence  failure  to  give 
proper  treatment  to  Durvasas  who  visits  her  hermitage  in  the  absence 
of  her  father  cannot  be  a deliberate  dereliction  of  duty.  Absorption 
or  one  pointed  meditation  is  always  exclusive  of  any  other  point. 
Negligence  necessarily  results  from  such  a -meditation.  Those  that 
meditate  upon  God  can  be  accused  of  forgetting  to  be  alert  to  their 
duties  towards  others  during  the  period  of  meditation.  The  con- 
templation on  Dusyanta  results  in  merit  and  dement  at  the  same 
time  according  to  logic  or  law.  The  simultaneity  of  the  two  con- 
sequences opposed  to  each  other  in  one  and  the  same  situation  as 
made  to  appear  by  Kalidasa  is  perfectly  dilemmatic  and  the  dilemma 
can  be  described  as  a situational  pun  setting  before  us  a very  serious 
and  practical  problem  of  duty  in  life.  Similar  events  arc  seen  m 
the  curses  of  Kamadhenu  cast  upon  Dillpa  as  narrated  m the  first 
canto  of  Kalidasa’s  RaghuvamSa  and  of  Bharatamum  cast  upon 
Urvafil  as  narrated  in  the  first  act  of  his  VikramorvaSIyam. 
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Unity  and  diversity  cannot  be  there  at  the  same  time  and  at 
the  same  mental  state  of  man.  This  is  a truth  of  psychology.  The 
recognition  of  an  act  (mental  or  physical  -static  or  dynamic)  as 
sinful  or  meritorious  is  arbitrary  and  not  natural.  Nature  and 
nurture  are  two  heads  of  life  which  become  hostile  to  each  other 
on  many  occasions.  A double  effect  of  Dharma  and  Adharma 
resulting  from  one  and  the  same  situation  is  peculiar  and  effective. 
The  fundamental  principle  of  pun  lies  in  producing  one  or  more 
meanings  out  of  a word  (which  consists  of  sound  and  sense).  The 
meaning  here  is  double  from  the  point  of  view  of  one  situation 
leading  to  two  situations  of  a mutually  hostile  nature.  It  is  a chah 
lange  of  poets  like  Valmlki  and  Kalidasa  to  all  those  that  deliver 
sermons  on  duty  in  life. 


CHAPTER  VIII 


PRAllKAS'LESA  AND 
THE  IMPACT  OF  PUN  IN  ICONOGRAPHY 

The  gods  and  goddesses  described  iti  the  Vedas  and  in  the  epics 
are  brought  in  icons  by  sculptors  in  due  course  of  time.  It  is  seen 
that  in  the  Vedas  the  anthropomorphic  characteristics  of  the  Divine 
Power  are  described  at  length  in  many  forms.  The  seers  visualized 
the  multifarious  aspects  of  the  Supreme  Power  with  their  respective 
functions  on  each  and  every  object,  form  its  corporal  to  its  transcen- 
dental level,  in  the  universe.  . They  found  both  the  animate  and 
inanimate  beings  as  controlled  by  the  supernatural  powers  or 
divinities  or  aspects  of  the  said  Supreme  Power  or  Truth  through 
Nature.  The  seers  recognized  the  symbolic  forms  or  the  pratikas 
of  these  divinities  manifested  in  Nature  and  invoked  them  in  various 
modes  of  sacred  speech  which  they  found  to  stimulate  them  to,  do 
what  the  worshippers  desired.  The  Afivins,  for  instance,  who  are 
the  most  handsome  personalities  among  the  Vedic  gods  and  who  are 
the  unsepsrated  twins  and  divine  physicians,  are  the  personifications 
of  two  units  of  three  hours  each  after  the  mid-night1  and  before 
the  Dawn.  Their  might  is  expressed  in  restoring  health  and  they 
are  invoked  as  the  bestowets  of  wealth.  The  most  precious  wealth 
of  life  is  health  as  well  as  proper  growth  and  the  Asvins  are  prayed 
to  for  the  same.  The  three  powers  manifesting  in  the  three  stages 
of  night,  in  between  the  sun-set  and  the  sun-rise,  are  called  Dos& 
-the  Gloom,  Tamasvati-the  Darkness  and  Usa-the  Dawn.2  In  the 

1 Tavoh  kale  ur  dhvamard  h-trSi  r at prak ad i bhavasyanuvi^tambham. 

— Nirukta,  12.1. 

There  are  different  openioas  as  regards  what  the  Asvins  represent  for: 
Bydvdprthivi  according  to  the  Satapathabrahmana ; personifications  of 
morning  and  evtpiing  according  to  Max  Muller;  stars  of  the  ASvins  according 
. to  E.  N.  Ghosh;  whereas,  &ra*  $5stri  proves  them  to  $e  the  bimaud  the 
moon.  -See  the  Mythic  Society's  Journal,  Vol.  XX  No.  2 pp.  SO-88. 

2 Sd  hi  do*d  bhavatyddau  ni&the  sd  tametsvati  I 
mmnd  bhavatyusd&caiva  salsa  pragudayadraveh  II 

— BrahaddevatE,  III.  10 
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same  way,  the  seers  perceived  the  Supreme  Power  manifesting  Itself 
in  fire,  water,  wind  and  so  on;  and  they  saw  the  respective  hymns 
whjch  invoke  them  in  hundreds  of  fks.  Thus,  they  presented  the 
divine  personalities  such  as  Agni,  Varuoa,  Vayu  etc.  in  various 
semi-anthropomorphic  configurations.  In  Iudra  they  recognized 
the  ruling  power  of  all  such  Natural  Phenomena.  Therefore,  one 
fourth  of  the  Rgvedic  hymns  praise  his  thousands  of  capacities. 
Some  times  Agni  also  is  seen  occupying  the  supreme  position: 

Tvamagne  indro  vr§dbhah  satamasi  tv  am  visnururugayo 

namasyah  I 

Tram  brahma  rayividbrahmanaspate  tvam  vidhartah  sacase 

purandhya  II3 4 5 6 7 8 

All  the  epics  employed  ihe  divine  personalities  depicted  in  the 
V edas  to  suit  to  their  purposes.  Sometimes  they  fixed  certain  charac- 
ters in  certain  deties  and  sometimes  they  magnified  the  characters 
of  certain  gods  and  goddesses  by  identifying  them  with  the  Supreme. 
And,  as  a result,  now,  we  have  many  gods  and  goddesses  of  equal 
rank-  Some  epithets  of  the  Supreme  are  found  glorified  as  sepa- 
rate personalities  gifted  with  innate  excellences  as  suggested  in  the 
Rgveda.  For  example,  Gmapati ' + is  an  epithet  qualifying  the  leader 
of  the  heavenly  band  known  as  Brahniaiiaspati-t he  lord  of  food  who 
is  otherwise  known  as  Agni  ;5  whereas,  in  the  epics  as  well  as  in  later 
Upanisadic  period  the  term  Gmapati  is  preferred  to  the  term  Agni 
and  the  former  is  made  to  possess  all  the  epithets  of  the  latter.  As 
Agni  is  the  mouth  of  the  gods  (agnirmukha  vai  devah)  in  the  sacrifi- 
cial rites,  man  is  asked  to  worship  Ganapati  first  in  every  religious 
worship  or  secular  undertaking.^  Via? u who  traversed  the  three 
regions  with  three  wide  steps?  and  who  causes  the  rotation  of  ninety . 
into  four  periodical  revolutions  (360  days)  like  a wheel®  is  glorified 


3 Rgveda,  U.  1.3. 

4 Rgveda,  HI.  23.1 ; 

5 " Brahma$aspati  and  Brahaspati  are  both  varieties  of  Agni,  the  priest  and  the 

purohit  of  ihe  gods  and  men.."  —Max  Muller. 

6 As  shown  in  the  beginning  of  this  work,  Ganapati  symbolizes  Oth  also. 

7 Rgveda,  T.  155.4. 

8 Ibid,  6.. 
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along  with  Indra®  Sometimes,  View  resembles  Agniio  as  He  too 
is  said  to  carry  oblations  to  the  gods.  Agni  is  called  Vi^ui 
also  because  of  his  alhpcrvasive  nature.  But  in  the  epics  the  position 
of  Visnu  is  altogether  different  and  he  occupies  the  place  above  all  • 
other  gods  and  some  times,  equal  to  Lord  Siva.  The  fierce  and 
formidable  Rudra12  of  the  Rgveda  with  all  of  his  unmeasurable 
might  is  a blissful  and  highly  ranked  god  in  the  epics. 

The  anthropomorphism  of  the  epic  gods  inspired  monographers, 
to  a great  extent.  At  the  same  time  the  Vedic  sacrifices  are  replaced 
by  the  custom  of  idol-worship.  The  devotional  aspect  of  the  sacrifice 
is  stressed  in  the  epics.  The  sculptors  began  to  carve  idols  of  various 
gods  and  goddesses  with  their  special  weapons  and  vehicles.  The  arti- 
sans followed  the  poetic  images  and  translated  them  into  sculpture. 
The  sages  honoured1*  the  sculptors  for  their  work  of  bringing  their 
images  in  icons.  The  symbolizing  tendency  in  every  limb  and  orna- 
ment of  the  icon  of  a deity  was  developed.  Pun,  as  a principle  Prati- 
kaileaa , found  ample  scope  in  such  symbolizations  because  a symbol 
or  prartka  means  more  than  one  idea.  For  example,  the  three  eyes 
of  Lord  Siva  mean  knowledge  pertaining  to  the  past,  the  present  and 
the  future  on  the  one  hand  and  the  sun,  the  moon-  and  fire  on  the 
other:  they  mean  a , u and  w which  constitute  Om:  they  mean  sat 
-the  Being,  ciV-the  Consciousness  and  anandeb the  Bliss  also.  The 
third  eye  is  to  dissolve  the  individualities  of  beings  in  the  Supreme 
Bliss.  The  four  faces  of  Lord  Brahman  mean  the  tour  Vedas  as 
well  as  the  four  forms  of  speech-  para,  pa&ydntl,  madhyama  and 
vaikhart:  they  mean  the  four  parts  of  language-imm*,  dkkydta 
upasarga  and  nipata  also : they  express  His  Ubiquity  too.  The  conch- 
shell  in  Lord  Visnu’s  hand  means  purity  as  well  as  the  mdatattva. 
The  lotus  in  his  hand  means  wealth  and  it  means  maintenance  or 


9 Ibid,  1,2,3. 

10  Ibid.  1. 156.5. 

11  Ibid,  X 1.3. 

12  Ibid,  II.  33.11. 

13  Stlpigarbhmi  Ungani  Ungagarbhaica  Silpinah  I 
Silpirupath  tu  madrUparh  m bheddh  pdrvatl  II 

— Sk&ndapurana:  Prati§thakhai$a. 
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inward  purity  under  all  circumstances  as  Weil;  it  means  the 
sahasrarapadma  too  to  a yogln.  Tire  six  faces  of  Kartikeya  mean 
the  sdrfangas  -sik$d9  kalpa,  vyakaratya,  jyol\§a>  chandas  and  nirukta 
to  a karmayogin  and  .they  mean  the  $alcakras -the  six  plexes,  viz., 
mutadhara,  svQdhi^thdna,  manlpura,  amkata , vituctfhi.  and  dJfSd-  to 
a jmnayogin.  AH  the  symbols  mean  more  than  one  idea  and  there- 
fore, come  under  the  perview  of  the  theory  of  pun  and  this  feet  cannot 
be  gainsaid  on  the  basis  that  it  is  not  pointed  out  hitherto.  The 
sculptros  carved  in  icons  thousands  of  such  symbols  scrupulously 
and  unveiled  the  divine  personalities  described  in  the  epics  to  one 
.and  all  in  conformity  with  the  spirit  of  the  venerable  Vedic  sages. 


Apart  from  the  paronomastic  aspect  in  the  symbols  of  limbs 
weapons  and  vehicles  of  idols  there  are  puns  observed  even  in  the 
forms  of  deities  as  carved  and  presented  by  great  iconographers. 
We  find  ArdhanarTSvara  described  in  the  Sivamahapur&w1*  We 
read  Kalidasa’s  varse  which  introduces  the  coalescence  of  word 
and  sense  through  the  image  of  the  single  bodied  &v a and  Parvati: 


Vdgarihdviva  sarkprktau  nigarthopratipattuye  I 
Jagatah  pitarau  vande  p&rvaliparume&varau 1 5 I] 


which  paronomastically  conveys  that  Siva  creates  the  universe  with 
his  ParSsakti.  It  is  the  love  of  the  Self  for  the  Sell,  Here  it  is 
seen  that  the  Supreme  Sound  and  the  Supreme  Speech  are  combined. 
For  a yogln  or  mystic  it  is  the  unity  of  Kurnlalinl  and  SadaSiva  in 
the  sahasntra.  We  find  Ardhanari^vara  with  all  these  meanings  in 
icom. 


14  See  ;fie  first  part  of  the  V&yaviyasarhhita:  1-5  th  chapter. 

15  Raghuvams'a,  J.l. 


A FEW  PHOTOS  REPRESENTING 

THE 

PLURALISTIC  PRINCIPLE 


IN  ICONS 
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ARDHANARis'VARA 

16  Collection:  Maharaja  of  Jaipur;  it  belongs  to  the  9th  century  A.D. 
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As  an  instance,  here  is  an  idoi16  in  which  the  punning  aspect 
is  obvious:  in  the  idol  of  this  raasculino-feminine  deity  the  right 
portion  is  called  Siva  and  the  left  portion  is  called  Parvati.  In  the 
part  of  Siva  there  is  three-pointed  dart  m the  upper  hand  and  there 
is  a lotus  in  the  lower  hand.  In  the  part  of  Para  vat  i there  is  a 
mirror  in  the  upper  hand  and  the  lower  hand  is  beautifully  placed 
below  the  left  side  of  the  waist.  The  universal  parents  are  here  in 
amorous  mood.  Hence,  there  is  no  drum  in  the  hand  of  Siva  and 
there  are  no  weapons  in  the  hands  of  Parvati.  The  terrifying  ser- 
pent is  not  seen  on  Siva’s  neck  and  it  is  there  on  the  trisula.  Nandin, 
the  bull,  is  there  behind  the  unicorporeal  couple,  and  of  course, 
with  its  face  by  the  side  of  its  master.  The  upanishadic  principle 
of  the  one  in  many  and  the  many  in  one  is  represented  in  this 


icon. 


[*'  w ^ 3:  */£  *i  WW 

f v ^ ,#  * ^ « *■ a* * :«• 

f ********** 

*JMk?  **’*  my^-^w  \ 

Bfcs*  '*  * 
BPP*-*-  ***# 
&E&it  ******* 
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There  is  a beautiful  idol  of  Lord  Ganapati"  pregnant  with  rich 
pare  nomastic  potency.  In  this  image,  if  the  front  and  the  left 
portions  are  closed  we  find  the  face  of  Maruti ! if  the  front  and  the 
jiglti  portions  arc  closed  we  find  the  countenance  of  Gnruija.  For 
a yogin  Maruti  means  the  prixmaynmatattva  and  Garuda  means  the 
sacred  guru  while  Ganapati  is  to  mean  to  him  the  Supreme  Intuitive 
Power.  All  these  ideas  are  brought  in  a single  icon  by  a .great 
sculptor. 


17  Installed  in  Kolar:  Karnataka.  Photo  published  in  VlSVAVYAPl  GA- 
N E$A : indebted  lo  the  publisher-Mr.  Govardhana  Ankolckor,  SAGAR- 
Karnataka. 
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There  is  another  idol  of  Lord  Ganesa  seen  in  the  West  Java .« 
A Yaksa  is  carved  on  the  backside  of  this  venerable  idol.  And 
therefore,  this  icon  represents  a literary  piece  of  vUoma  kind  Tho 
portion  of  the  head  of  Gapapati  is  b.g  when  compared  to  the  other 
portions  and  that  provided  sufficient  space  to  the  sculptor  to  carve 

the  fully  decorated  Yaksa  on  the  back-side. 

decked  and  he  is  very  solemn  m appearance,  but,  the  Ya*«a  , 

all  his  decorations  looks  terrific. 


IS  Published  In  ' KADALlCEYA  G AXE* A (-Ga^a-.Across  The  Sea). 
Indebted  to  the  publisher.  Mr.  GoVardhaua  Ankolekar,  SAGAR, 
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HARIIIARESVARA 

19  Sri  Han  hares  vara:  Chit  rad  urga  District,  Karnataka.  Indebted  for  the  photo 
to  Sri  M.  Ni  Ganapati  Bhatt,  M.  A.,  of  Harihara  College. 
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There  are  idols  highly  esteemed  and  devotionaiiy  worshipped 
from  thousands  of  years  which  express  both  Siva  and  Visnu.  AS 
an  instance,  here  is  the  image  of  Lord  HarihareSvara  ot  Harihara.19 
Tt  is  said  that  it  is  not  an  installed  but  self-born  idol  and  the  present 
temple  is  built  in  the  year  1224  A.D.  The  inscriptions  convey  to  us 
that  this  idol  was  called  as  Svayambhu  8/mkaranarayana  long  back. 
This  idol  is  about  six  feet  high.  Its  right  side  represents  Hara 
and  its  left  side  represents  Hari.  Accordingly,  the  crown  is  designed 
with  matted  hair  on  its  right  side  and  with  gems  on  its  left.  The 
upper  right  hand  holds  iriAula  while  the  left  hands  hold  the  conch- 
shell  and  the  disc.  The  image  is  decked  with  necklace.  It  dons 
the  sacred  thread  and  a smalt  strip  of  cloth.  The  outer  frame 
(prabhavali)  is  prepared  to  suit  to  this  unicorporeal  image : Nandm 
is  there  on  the  right  side  and  Garuda  is  there  on  the  lett  side  ot 
the  prabhavali.  This  icon  symbolizes  the  single  Supreme  Power 
manifesting  in  these  two  in  one  body  simultaneously. 

Such  images20  point  out  the  effort  to  put  an  end  to  the  quarrel 
between  the  followers  of  Kara  and  Hari.  Such  an  effort  is  seen  in 
splitting  the  compound  word  parvatlparamesvarau  found  In  the 
first  stanza  of  Kalidasa's  Raghuvamsa.  ft  is  shown  that  this  com- 
pound may  be  resolved  as  par  vat Ipa -par vatlm  pa  t i iti  which  denotes 
&va  and  ramesvara-ra maydh  Is varah  which  denotes  Visnu.  Thus, 
the  dements  of  sustenance  and  dissolution  represented  by  Hari 
and  Hara  are  shown  as  two  faces  of  a single  coin  which  direct  an 
entity  towards  a new  form  where  the  element  of  creation  represented 
by  Brahman  is  to  function. 


20  There  ace  many  such  idols  where  both  Hara  and  Hari  hre  combined  inlo 
one  body  such  as  the  idol  of  SaAkatanSrSyana  situated  in  the  town  by  the 
very  name  tsahkaraiuinlyunu  of  South  Kanara  Dish,  Karnataka.  As 
regards  the  image  of  i^ankaranarayana  in  the  Hariharamatjtapa  on  the 
bank  of  the  Kot-inrthi  of  Gokarria  isalraedy  mentioned  in  the  very  beginn- 
ing of  this  work.  Prof.  S.  K.  Ramaehandra  Kao  mentions  a Harihara 
-idol  of  Kambodia  in  his  Kannada  work  “ MurtMpa-Nele , Hinnek"  P.52. 
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SRI  M A H A’fiALE§ VARA  & THE  SALTGRAMA-RITHA 

(WITH  GOLD  LINE) 

At!:  K.  G.  Shantappa,  SAGAR.  Shimoga  Dist , Karnataka 
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Gokarna  is  one  of  the  three  important  holy  places  of  Tndia;21 
It  is  one  of  the  ten  bhaskarakx etras-2  also.  According  to  the  epics 
the  pranatinga  of  Iftvara,  broght  by  Havana  from  Kailasais  installed 
by  Lord  Gaoapati  in  Gokarna  as  instructed  by  Visnu:  and  therefore, 
all  the  super-natural  powers  of  Lord  Isvara,  called  Mahabalesvara, 
concentrated  there  in  that  irremovable  MLga  or  granite  cylinder.  The 
most  amazing  aspect  here  is  the  pedestal  stone  round  the  lingo. 
It  is  described  in  the  puranas  that  Visnu  resides  in  the  sdligmma 
stone:  and  that  stone  is  fixed  as  the  seat  (panipitha)  to  the  linga 
of  Mihabalesvara.  Hence,  Gokarna  is  a holy  place  for  the  follow- 
ers  of  Vispu  as  well.  Thus,  iconography  brings  the  b’ai  va-cult  and 
the  Vaistuva-cult  together  as  current  from  the  epic  days  upto  date. 

The  cult  of  Trinity  is  represented  in  the  linga  itself.  The  root 
of  the  linga  which  is  covered  by  its  pedastal  represents  Brahman,  its 
middle  part  Visnu  and  its  top  M/thf^vara.^  Linga  means  a symbol. 
It  represents  the  three  great  gods  of  the  post  Upanishadic  period  in 
one  cylindrical  form  in  stone.  The  three  parts  of  a linga  are  not 
visibly  marked  out  but  are  interpreted  paronomastically  to  represent 
the  three  gods  in  one  semimorpheus  stone  suggesting  the  ultimate 
Truth  as  having  no  permanent  and  inseparable  form  at  all  but  capa- 
ble of  assuming  and  relinquishing  any  form  in  the  spatio-temporal 
world  in  which  we  live  here. 


21  Gokarnam  ramasetusca  tristhalt  smrta  i 

TristfuiTflu  krtarh  karma  toenapi  na  ganyate  II  — Sthalapumna. 

22  KostpoByarh  girih  karicl  nivrttAkhyahyalathpun  1 
SrtsailaH  in  vJrapaksaii  sciuV  kedara  ova  ca  ll 

Gokarnath  Cadaaaitaui  bhaskarnnyahurutlamah  II  —Ibid. 

23  Mfilcbiahma  tatha  madhye  visi.iustribhuvaneSvarah  \ 

Rudropari  mahadevaH  pranavwkhyah  sadaiivah.  II  Lmgapurana. 
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The  concept  of  Dattatreya-idol  is  certainly  a remarkable  con4 
tribution  of  iconography  so  far  as  pun  is  concerned.  This  god  with 
three  faces  is  seen  in  the  cave-temple  of  Elephanta  also.  The  epics 
mention  that  Candra,  Datta  and  Durvasas  are  the  three  sons  of 
sage  Atri  born  with  the  fractional  spirit  of  Brahman,  Visnu  and 
MaheSvara  respectively24  who  are  the  personified  divine  powers  of 
the  three  fundamental  properties,  viz.,  satva , rajas  and  tontas.  We 
learn  that  Candra  and  Durvasas  assigned  their  spiritual  power  to 
Dattfttreya25  and  therefore,  he  is  the  greatest  guru.  Brahman,  Vi§ou 
and  Mahefivara  symbolize,  as  seen  so  far,  the  three  respective  powers 
of  creation,  sustenance  and  dissolution.  The  artists  grasped  all 
these  matters  and  carved  the  idols  of  DatUtreya  with  actual  three 
faces  which  mean  to  us  the  three  gods  as  well  as  the  three  properties 
and  the  three  powers  mentioned  in  the  Puranas.  Now,  there  are 
thousands  of  Datt&treya-temples  all  over  India  with  the  images  of 
three  faces. 

Thus,  all  symbals  represent  the  pluralistic  principle. 
Symbolizing  the  divine  phenomena  is  a common  factor  found  in 
all  religions  uuder  the  sun.  The  Cross,  to  give  another  renowned 
example,  stands  for  the  faith  in  Christ,  the  faith  in  Christianity, 
self-sacrifice  for  the  welfare  of  mankind  and  the  state  free  from 
egotism:  it  may  symobolize  some  more  ideas  also  such  as  the 
sufferings  of  earthly  life  and  a zeal  to  be  released  therefrem 
and  so  on. 

Good  and  evil  both  are  symbolized  t^y  poets  and  artists.  The 
ten-headed  demon  Ravaija  represents  the  lower  apparent  form  of 
the  ultimate  Truth.  The  ten  heads  constitute  the  ten  forms  of  evil 
or  tamas.  It  is  ten  in  one;  pluralization  of  the  one  is  the  sole 
principle  of  pun  not  only  in  literature  but  also  in  the  language  of 
stone  in  art  as  wc  have  seen  here.  Pun,  therefore,  can  be  identified 
with  Maya  or  Prakfti  or  Sakti  referred  to  by  Indian  philosophers. 
AH  knowledge  is  interpretational  and  conveyed  by  symbols  of  word. 


24  The  Mah&bharata:  Sabho.  45;  Ami.  138,257;  in  the  MSjk&n^cyapur&na-lfi; 
Devibha.  4.1 6 and  in  Matsya.  47. 

25  Vide  Guruearitra. 
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stone  or  any  other  medium  of  expression.  Every  symbol  signifies 
mote  than1  one  object  of  Knowledge.  Multiple  signification  is  the 
law-  of  pun  or  paronomasia.  It  embraces  all  the  semantic  powers 
df  linguistic  and  non-Iinguistic  media  used  by  man  to  convey  his 
thoughts  and  experiences.  Hence  the  Abhidha,  LaksanH  and 
Vyanjana  powers  of  a word  or  a sentence  can  be  safely  subsumed 
Under  pun  in  addition  to  its  etymological  meaning  or  meanings. 


• • j 


i ' 
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CHAPTER  IX 
CONCLUSION 

Pun,  that  has  got,  indisputably,  wider  scope  than  any  other 
figure  of  speech  and  poetic  theory  as  well  in  classical  Sanskrit  com- 
positions is  seen  with  its  all-pervasive  nature  in  the  secret  teachings 
of  the  Vcdic  as  well  as  the  epic  literature.1  Life-experience  is  the 
indispensable  source  of  art -experience;  it  may  be  of  any  kind, 
sacred  or  profane.  The  di  vine  experience  of  the  intensively  contem- 
plated life  of  the  seers  and  sages,  the  experience  metaphysical  as 
well  as  scientific,  manifested  itself  in  the  form  of  scripture  or  sacred 
literature;  and,  the  experience  in  the  day  to  day  business  of  life 
of  geniuses  with  due  backgrounds  of  social,  religious  and  the  know- 
ledge communicated  from  generation  . to  generation  formed  itself 
into  the  basis  of  their  aesthetic  intuitions  in  the  pre-classical  com- 
positions, classical  literature  and  folk-lore. 

# 

• ^ J 

Life,  the  bread  and  butter  of  literature  is,  basically,  of  punning 
character  owing  to  its  double  tone  and  the  double  man  in  a single 
countenance.  The  Supreme  Being  also  is  both  active  and  inactive : 
It  wills  that  the  world  should  exist  and  It  aims  at  nothing  (because 
It  is  perfect) ;as  an  antar&tman  of  an  individual  It  enjoys  or  It  suffers 
the  course  of  life  but,  at  the  same  time,  as  the  Supreme  Soul'It  feels 
nothing.2  The  wide  descriptive  Upanishadic  statement  cited  below 
makes  the  double  in  life  very  clear: 

Na  yd  are  patyuh  kdmdya  patih  priyo  bhavati 
atmanastu  kdmdya  patihpriyo  bhavati.  Nam 
are jaydyai  kdmdya  jdyd  priya  bhavati  atmanastu 
kdmdya  jdyd  priya  bhavati.  Na  vd  are  putrdndm 
kdmdya  putrah  priya  bhavanti  atmanastu  kdmdyq 

1 Cf.  Aurablndo’s  “The  Philosophical  Method  of  the  Veda"  P.  44  in  THE 
SECRET  OF  THE  VEDA. 

2 Cf.  Dv&  suparn*.  sayuja  sakJlaya  samanatk  vyk^am  pari?asvaj&te  1 
Tayoranyo  pippalaiti  sv&dvatiyanasnarmanyo’bhicaka&ti  li 

— Svei*£vata|ropanishad,  4.6 
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putrah  priyd  bhavanti ..  ..Nava  are  k§atrasya 
kdmdya  k? at  ram  priyam  bhdvati  dtmanastu  kdmdya 
ksatrarn  priyam  bhavati. . ..Nava  are  devdndm 
kdmdya  devdh  priyd  bhavanti  dtmanastu  kdmdya 
devdh  priyd  bhavanti . Na  vd  are  veddmm  kdmdya 
veddh  priyd  bhavanti  dtmanastu  kdmdya  vedah 

priyd  bhavanti Na  vd  are  sarvasya  kdmdya  . 

sarvam  priyam  bhavati  dtmanastu  kdmdya  sarvam 
priyam  bhavati  * 

The  word  atmanab  denotes  both  the  Supreme  Self  and  the 
individual  self  or  ego-consciousness.  In  the  broad  sense  this 
statement  means  to  us  that  a man  loves  his  wife,  children,  country, 
gods  and  all  because  the  Supreme  Soul  pervades  in  each  and  every 
entity  in  the  universe:  but,  in  its  narrow  sense,  as  found  commonly, 
this  statement  means  that  every  thing  is  loved  with  a selfish  motive. 
A man  loves  his  wife  for  his  physical  need,  domestic  convenience, 
continuation  of  his  own  race  and  sometimes  for  his  social  status : 
a woman  loves  her  husband  for  her  own  comforts  and  merriments. 
At  the  death  of  either  of  the  two  it  is  lamented  not  for  the  sake  of 
the  dead  but  because  the  comfort  and  pleasure  from  that  person 
cease  to  serve  once  for  all.  All  but  a few  exceptions  are  found  either 
exploiting  the  society  in  the  name  of  God  and  the  religious  conduct 
or  making  use  of  the  country  and  the  fellow  men  in  the  name  of 
service:  every  thing  they  like  is  made  use  of  in  attaining  their  own 
selfish  ends.  Ultimately,  the  theory  of  self-existence  predominates 
over  all  other  factors. 

And  that  is  what  found  in  the  concept  of  Sesa,  of  thousand 
hoods  with  two  tongues  in  each.  He  is  the  presiding  deity  of  pun, 
who  bears  the  entire  earth.  The  word  ke$a  is  derived  from 
which  means  to  hurt  others  and  to  remain  unexhausted.  Greedi- 
ness is  unquenched  and  it  is  ever  fresh.  Hence,  one  injures  others 
for  gaining  selfish  ends  either  openly  or  secretely.  Tradition  and 
the  fear  together  insist  one  to  be  a dignified  personality.  There  are 
many  refined  persons  who  are  Jekylls  outwardly  but  actually  Hydes 


3 Brahad&ragyakopanishad,  4.5.6. 
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behind  the  curtain.  Dr.  Jekyll,  the  man  of  large  handsome  face 
and  tall  figure  with  solum n personality  honoured  by  one  and  all  is, 
in  himself,  Mr.  Hyde  who  has  a loathsome  face  and  who  is  wicked 
and  ugly-looking  in  addition  to  being  ar  irresistible  force,  a great 
murderer  and  of  a dwarf  personality  hated  by  all  who  come  across 
him ; and  it  is  proved  that  man  is  not  truely  one  but  truely  two.4 5 
The  Mahfibharata  hints  at  this  point  in  the  following  verse: 

Yadi  mmdsya  kayasya  yadantastadbahirbhavet  I 

Dartdamdddya  loko'ycm  i-unah  kdkam&ca  vdrayet  II 

-If  the  inside  of  the  body  is  turned  outside  man  would  have  to  hold 
a stick  in  his  hand  to  ward  off  himself  from  dogs  and  crows.  The 
outer  figure  may  be  very  charming  but  the  flesh,  blood,  bones  etc. 
covered  hy  skin,  if  visible  to  the  bare  eyes  would  be  loathsome  to 
look  at  and  dangerous  too:  it  would  be  almost  impossible  to  protect 
the  body.  The  real  feelings  and  r ttitudes  of  the  majority  of  indivi- 
duals if  let  loose,  there  Shall  be  nothing  but  chaos. 

• The  Upanishads  solve  the  problem  of  double  man  present  in 
each  and  every  person.  They  teach  that  the  ahavi  in  us  is  the  soul 
and  which  is  common  to  that  of  every  being  in  the  world.  Whatever 
thatisvisible,includingthe  body,  belongs  to  the  soul  buttemporarily* 
The  boundaries  of  the  individual  ahem  are  to  be  taken  off;  then,  the 
permeation  of  selfishness  broadens  automatically:  for,  one  is  to 
proceed  further  from  Avidyd,  the  ignorance  of  the  Self  (but  the  word- 
iy  knowledge  of  all  aspects)  to  Vidya,  the  knowledge  of  the  Supreme 
Bliss.  Sri  SahkarScarya,  in  one  of  his, philosophical  hymns  says, 
Yaddlocane  rtipamanya*  samastan is  which  conveys  that  appearance 
is  not  reality.  As  long  as  there  are  pretenders  there  is  double- 
entendre in  human  conduct.  The  ego  is  the  cause  of  both  the 
deliberate  and  indeliberate  pretensions.  Hence  the  life  on  this 
earth  is  expressed  by  pun  SARVAM  KHALVIDAM  SLESAH 
-every  thing  is  pun. 


4 Vide  DR  JEKYLL  AND  MR.  HYDE  written  by  R.  L.  Stevenson. 

5 Yad&nandoleMh  samanandi  viSvarh 

YadSbhdti  salve  laddbh&ti  sarvarh  \ 

Yadalocaie  rupamanyalsamasfarii 

Pararh  brahma  nityarh  tadevclhamasml  11  — Vijfl&nanauka,  7. 
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The  foregoing  chapters  have  not  only  illustrated  the  par  ono- 
mastic examples  oS ‘two  birds  at  a shot ’ but  also  'many  birds  at  a shot ’ 
from  various  angles  of  vision.  The  verbal,  the  iconographic  and 
other  forms  of  pun  go  to  show  the  all-pervasiveness  of  denotation 
as  well  as  connotation  in  life,  literature,  art  and  philosophy.  It  is, 
therefore,  worthwhile  for  us  to  take  note  of  the  fact  that  the  six 
systems  of  Indian  Philosophy  do  not  recognize  the  theory  of  Dhvani. 
The  Agnipurftna  classifies  it  as  a form  of  Afcsepalankdral There  is  no 
authentic  information  about  the  Dhvaui  theory  before  inandavar- 
dhana.  Alcqepa  Or  objection  to  indicated  meaning  leads  to  sugges- 
tion: of  another  meaning.  This  is  the  reason  for  not  recognizing 
»t  as  a speeial.theory.  Contextual  objection  strikes  at  any  meaning 
that  does  not  fit  in  to  a contexts  Pun  is  no  exception  to  it.  Pun 
may  be  denotative  or  connotarive,  It  embraces  all  the  ways  of 
gettiug  meanings  from  an  arriclulatc  word  constituting  a sentence 
as.  wc  have  seen  above.  If  the  power  of  expression  js  replaced  by 
pun  nothing  is  lost.  Its  omnipresence  includes  every  form  of  arriv- 
ing at  the  meaning  of  a word , a sentence,  a paragraph,  a canto  or  a 
chapter-  and  a whole  composition.  The  vivisection  of  pun  into 
Mbda,  drtha,  vlcaka,  iakwnika,  yyahjaka,  aiankarika,  gauna . 
pradhZna , mldray  tuddha,  gupta  and  prakata  etc.  can  be  done  in 
the  same  manner  as  Vi Svahatha  divided  the  types  of  heroines  or 
Appayya  T>Ix%  divided  the  figures  of  speech.  Multiplication 
by  the  vivisection  of  a concept  can  go  on  till  infinity,  till  every  sahr- 
daya  is  baffled,  disgusted  or  bored.  Shrewdness  lies  in  finding  a 
viable',  limit  to  such  division  and  classification  from  the  point  of  view 
of  pragmatism.  No  word  is  a word  if  it  does  not  form  the  part  of 
a sentence  ;in  any  language.  Deriving  its  meaning  in  a sentence 
depends  Upon  the  conditions  cited  by  Mamtnafea.6  They  are  con- 
junction, disjunction,  association,  antagonism*  motive,  context, 
Chataetextstic,  proximity  of  another  word,  efficacy,  propriety,  place, 
time,  gendre,  ■ accent  and  the  like.  -It  is  .therefore,  high  time  for 

6 Sathyogo  vlprayoga&ca  s&hacaryafh  virodhlt <5  I 

Ankah  prakaronaM  'ihgarti  icbdmvdnyasya  sannidhib  11 
Sumarthyuinoucld  dedab  k&lo  vyaktih  svaradayah  I 
Sabddrihasy&navacchede  viie^asmrti  kfitovnhW  . - -■ 

— V&kyapadiya,  n.  317-18  efeed  in  K&vyapmkASa,  II  &.  Cf.  Ya  eko  var?}o 
hahudhd  iakrf  yag&dvarynnanekfirwihMrtho  dadh&ti. 

. — Svetas vataroponishad,  4.1 . 
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critics  to  bestow  serious  thought  over  the  theory  of  pun  which  is 
all-inclusive  and  fundamental  in  semantics.  The  famous  Upani- 
shadic  pronunciation  eko'ham  bahusyan  prajdyeya 7 -I  am  one]  I shall 
be  born  in  many  is  the  great  principle  that  underlies  the  theory  of  pun. 

Aucitya  or  propriety  is  the  and  the  last  criterion  of  seman- 
tic acceptability  in  every  case. : It  is  contextual  in  every  text.  Every 
context  is  istdrthavyavacchinm  padaval\$  or  a sentence  or  sentences 
that  are  used  to  bring  out  a meaning  desired  by  an  author.  Every 
explanation  is  with  reference  to  a context.  The  application  of  the 
test  of  propriety  to  the  paroriomastic  interpretations  desides  which 
of  the  meanings  are  acceptable  and  which  are  not  in  a given  context. 
The  coherence  of  meanings  with  the  intention  of  an  author  consti- 
tutes propriety  and  this  is  enough  to  decide  upon  the  acceptability 
or  otherwise  of  different  meanings  (lexical,  etymological,  conven- 
tional. indicative  or  suggestive  in  denotation  or  connotation)  that 
a.  word  in  a sentence  is  capably  of  yielding.  • The  compresence  of 
aesthetic  pleasure  with  great  ideas  in  a work  due  to  the  operation 
of  pun  in  the  widest  sehie  df  the  word  is  no  exception  to  the  rule. 
It  is  therefore  clear  that  the  empire  of  pun  in  semantics  holds  to- 
gether all  the  different  theories  pf  meanings  propounded  by  scholars 
so  far.  it  brings  about  a synthesis  of  divergent  schools  of  theorizing 
in  semantics.  Therefore,  it  is  deemed  to  place  this  illustrated  analy- 
sis of  the  theory  of  pun1  in  its  Wide  theatre  of  operation  before 
semantic  philosophers  or  scientists  for  the  first  time  with  the  words 
of  the  Bhagavadgita,  Vimr§yaitcida&esena  yathecchasi  tathd  kuru 
or  consider  critically  the  claim;  of  pun  to  be  the  hold-all  theory  and 
then  accept  or  reject  it  in  the  face  of  theil lustrations  given  in  this 
work  with  all  authenticity. 

Hiranmayena  patrena  satyasytipihitam  mukham  I . 

Tattvam  piigannapavfnu  satyadharmdya  cfy?(aye  II9 

_ i 

7 Similar  statements  are  found  in  the  Brahraana  texts  also;  - e.g.,  see  Aita. 
Bri.,  25.7.  Cf.  Taitta.  Brft.,  2.2.7.I. 

8 Vid«  K&vyRdar^a',1 1. 10. 

9 l6Sv«syopani$hadf  15. 
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Poems  of  more  than  two  themes:  differing  from  *ele$akavya’ : 

possible  owing  to  the  character  of  Sanskrit  words  fcund  ccirmcnly  with 
more  than  two  meanings  such  as  ‘hari’  meaning  Indra  and  so  on: 
and  owing  to  the  themes  common  103-109 

Viloma  kind  of  poems  109,  110 

Whether ‘^leialahkara’ is  a: good  device— a remark  90,  122,  124:  remark  with 
the  help  of  y&ska  98 

avastha^le^a 

‘Avasthaileea’  found  in  the  situations  of  two  contradictory  effects  178 
. .promoting  the  further  plot  178 

Miirica  episode  178 

Subhadra-marriage  and  the  Urva6 1- episode 
related  to  Arjuna  178,  179 
Gaflafiati  and  bis  elephant— face  179 
Jaya-Vijaya  episode  179  ... 

Durvfisa-episcde  in  the  Abhijfiana&ikuntalaifc 
179 

KAmadhenu-episode  in  the  RaghuvamSa  179 
Urva^i  and  the  curse-episode  in  the  Vikra- 
morvailyath  179 

The  problem  of  unity  and  diversity  180 

prabandhaSlesa 

Difference  between  pun  in  its  narrow  sense  and  pun  in  its  broad  sense  176 
Perceptional  pun  owing  to  the  two  ideas  as  the  total  effect  of  a work  139 
. . . .standing  for  great  ideas  found  in  works  of  poets  like  Vfilmiki,  VyAsa, 
Kalidasa  and  so  on  177 


. .some  examples  from  the 
epics 

..from  mythological  works 

..from  classical  Sanskrit 
literature 
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/,  , . — venerable  device  adopted  by  the  Vedic  and  epic  seers  through  parono- 
vi  mastic  substantives  139,  140 

'Prabhusammita’ — literature:  its  meanings  34] 

Seers,  metres, ‘fks’ and  deities  constituting  perceptional  pun  141,  142 

. ..examples  of  deities:  ' ' 

Agai  meaning  seer,  priest,  the  fundament- plex,  all  divinities,  the  sun  and 
the  Brahman  150-152,  181 

. . meaning  Visgu  183 

Indra  meaning  the  king  of  heaven,  'Om’-the  ‘prahavayvyalmis’,  element 
of  rain,  doity  of  sustenance,  heart,  pituitary  gland  and  the  supreme 
self  153-157 

Mitra  & Vanina  meaning  ‘Sadasat*  or  manifested  and  unmanifestod  145 
..  . .examples  of  rks: 

Catvari  4riigd  ..  meaning  sacrificial  fire,  sacrifice,  the  sun,  grammar, 
poetry  and  the  manifested  forms  of  the  Brahman  158-160 

Gdyatrl  (metre  and  spell)  meaning  the  physical  form:  the  sun,  the  correct 
, thinking  and  food;  individual  soul,  rimalisiic  knowledge  and  heaven; 
Knowledge,  Supreme  Soul  and  Bliss  to  the  concerned  respectively 
147-149 

Mryuvimocarti  rk  meaning  Rudra  and.  the  primordial  power  as  well  as 
property  in  threes  158 

..  . .examples  of  seers i 

. Anginas  and  his  descendants  meaning  seers,  priests  and  fire-water-‘prana’ 
elements  142,  143 

Kaiyva  meaning  seer,  priest,  fire,  ‘pranay&matattva'  and  the  ‘susumna’- 
vein  144 

Pururavas  & Urvafi  meaning  a seer,  a king,  thunder,  thundering  cloud, 
‘prftna’  and  the  sun  & a teady-scer,  a nymph,  lightening  and'mddhya- 
mikl-vak’  respectively  145-147  • 

Saptarsis  meaning  seers,  priests,  rays  of  the  sun,  seven  letters  and  musical 
’ ‘ notes ; elements  of  knowledge,  days  of  a week,  the  seven  water-elments 

in  a body  and  the  six  plexes-b‘Sahasr§ra;  149-1 50 
Vasityha  meaning  a seer,  sadasat  combined,  soul,  the  sun./ brain  and 
Kutasthanitya  144,  145 

Vdgathbhpti  meaning  a iady-seer,  all  pervasive  nature  and  ‘Yak’  with  its 
< i • ...  four  stages  143 

Vwmdeva  meaning  a seer  and  Almighty  God  143 
ViMmitra  meaning  a seer,  the  sun,  individual  soul  and-Brahman  147-149: 
tejastattva  163 

Vedic  poetry  and  great  idea — a remark.  160 
Mitrasammita-literature  and  the  sense  thereof  160 
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Perception31  PUD  in  ,he  RSmayanalfblmd  in  (he  many  ideas  printed  161 
!he  physk  fe!  name  °f  ,hC  P°e‘  VS'mlki  ‘^na.mya.va-  and 

—the  hero  Rama  meaning  individual  soul  and  Intellect  161 

«"■“*<-  “»>■ 

~!^,t;t,e^5m5yaw  meaaing  tllc  c°wse  of  life  of  all  beings  161 

^ lmv°f  D'ean<n8  ,hC  K<rovaI  of  inac!ive  Ml»»  163 

Bharata  - ‘ahankSra’—the  ego  162 

Daridakftranya  - the  practical  course  of  life  164 

Da6aratha-Ka6yapa  and  blastocyst  form  Of  an  egg  162 

..his  queens  mean  the  three  energies 

— ‘jiiftna,’  4kriy&’  and  ‘iccha’  162 

Gaftga  - ‘ijJ&’-vein  163 

Hanumat  -praiTayamatattva’  166 

Kapi -element  of  air  in  breathing  365 

Kabandha  - sensual  pleasure  164 

Kurf»bhakar«a  - 'Uuiiastaiiva  Ittf 

JafcSyu  - ‘guru’  in  the  course  of  mystic  practice  164 
Jambavat  -‘Ud&na’  aspect  of  breath  166 
Lakgmana  - Tnanas’ — a mental  aspect  162 
Lauka-'muladh&ra’  or  the  fimdament-plex  163 
* Nala-'vyana’  aspect  of  breath  166 
Nil  a - ‘samana*  aspect  of  briath  166 
ParaSurama  - ‘layatattva’  or  individuality  164 

Pfiyasa  - harrnones  secreted  from  pituitary  gJand  and  energy  162 
Havana -‘rajastattva’  162 

Tabari  - gallbladder  164:  correct  thinking  165 
Satmghna-'citta—  a mental  aspect  162 
Sarayu-‘pi6gaia’  Veia  163 

Sugrlva-4prapa’  aspect  of  breath  165 
Suasbha  - 'Su^umna'— vein  164 
topanakha-  unlimited  wants  164 

Valin -‘apaaa>  aspect  of  breath;  his  son  A6gada-gccd  aspect  of  (he 
apsna  166,  167 

Vibh*$aria  - Tnalinasaitva’  362,  163 

Adik&vya  and  the  sense  thereof— a remark’ 160 

Perceptional  pun  in  the  Mahfibharata: 

the  poet  Vyasa  meaning  ‘paramStraasaAkalpafe.kti’,  the  blastocyst  fo.m 
01  an  egg  and  various  planets  168 

thft  title  BhSrata  moaning  the  pmccas  uf  attaining  saivaticn  and  con- 
quering mortality  167 
Arinba  - jiianaSakti  * 169 
Aihbfilika  - ‘iccha£akti’  169 
Ambika  - ‘kriyoSakti*  169 
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Balar&ma  - Ahirbudhnya  of  the  Sgveda  171  embryo  - 168 

Citrahgada-‘gandharvatattva’—the  sound  germ  if*  ^ 


Devavrata  - ‘vjj0&namayakc6a’  168  , the 

Dhptarastra  - ‘avidyfi/  or  worldly  knowledge  169  ■ Drut 0 

*74  , # „ ...  - fundamental 

Draupadr  * the  intrinsic  power  of  five  elements  169, 

air  and  Kun^alini  173  f t{ie  ^gveda 

Duryodbana  - ‘rajoguflapradhfinaSakti'  169:  Kuya^a  0i 
172-174 

Dyutajaya-‘rajoguna’  overpowering  ‘satvaguria1 

Gafiga  - knowledge  168  Su  in  the 

GandhSri  - tho  intrinsic  power  of  ‘rajas’  169:  An&xY*  ° 

Rgveda  174 

Kariisa  - Vyamsa  or  Vrttra  170,  171 
Karna  - £u$pa  172 
Kfiilr&ja  - the  sun  169 
Krsna  - Indra  170,  171 

Kunts  - the  energy  of  ‘malinasatvaguna’  169 
Madri  - desire  for  worldly  enjoyment  109 

Matsyagandhft-  ParfiSakti  and  voum  167  ^ j^g 

— becoming  YojanagandhS-voum  uniting  with  & s? 

— becoming  Satyavati  - the  formation  of  an  egg  ^ 

Para&ara  -an  individual  soul  167  .va’  properties 

Pa^davas  - five  fundamental  elements  and  five  ‘maliiia^3  £jrfi£va( 
169:  five  wind-elements  173:  Aihbarl§a,  Bhay^uts^_ 
SuradhasandSahadevaofthe^tgveda  173:  Rgved*c^ 

172 

Pa^du-'nialinasatvaguca*  169 

^antanu  - Sagunabrahman  168  ^ 

Vicitravfrya  - ‘devatattva*  and  the  tubular  organs  \&* 

Vidura  - ‘malinasatva*  assisting  ‘rasas*  169 
Characters  of  the  Bh&rata  found  in  the  Hgveda  170-174 

wous  meanings 

Perceptional  pun  in  the  ‘puranas*:  god  Ganapati  and  the  va 
conveyed  174-176. 


PRATlKA§LE§A 

Multifarious  aspects  of  the  Supreme  Power  symbolized  18 J 
Icons  symbolizing  the  multifarious  aspects  of  the  Supreme  1^1 
Sculptors  praised  183 

Agni  and  the  symbolic  nature  98 
—occupying  Supreme  positian  181  (see  150-152  ^ 

Aivins  standing  for  the  two  units  of  the  second  half  ** 

Cross  standing  for, ...... . 197 
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Dattatreya  standing  for ... . 196,  197  - 

. Faces  of  Brahman  standing  for 183 

Faces  of  Kdrtikeya  standing  for.  ...184  • • • - 

Ga^apati  standing  for. ...  182 

••  Maruti  and  Garuda  .188,  189 

..  Yaksa  190,  191”  iV  * 

Various  aspects  174-176  ' 

*”d 

Indra  standing  for. ..  .181 

UAga  tor  Brahma  V,9nu  and  MaheSVara  194.'  19J 

Siva  and  his  eyes  standing  for 183 

U?a,  Do?d  and  Tamcsvatl  standing  for 181 

V'wu  standing  for...,  182,  183 
—his  conch-shel]  and  lotus  standing  for. ...  183,  184 
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Articulate  sentences— their  symbolic 
genus  pun  130,  131 


nature  and  the  pluralistic 


‘Dhvani’  as  dealt  with  129" 


semantics  cr  the 


‘Phwani’-thcory  and  the  six,  systems  of  India  philosophy  19,  202 
Different  varieties  of  ‘dhvani’  and  functional  pun  there  132-138  V 

Ed7amondCm  “* SUggES,et3  ***  S,aadil1*  ^ variegaud  colour,  of  a 

Expression  and  indication  as  two  faces  of  a coin  132 
Mahimabhatta  and  the  ‘dhvanr -theory  131  ' 

Real  sense  of  a new  attempt  130  ' 

Sfe$a’  as  taken  here  131 

-H*  whole  ‘ariha^alcf imfiladhv tni ’ being  a pan  and  parcel  of  ‘i.'eaafekti’  138 
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Abhmavagupta  5,  7 
Alexander  Pope  68 
Amaracandra  104 
Anantabhatta  102 
Anantacfirya  108 

Appayya  Dlxita  13, 17, 18, 30. 44, 47-50, 
202 

Aurabindo  199 
Arisimha  104 
Aristotle  4 

ASvaghoaa  81,  82,  116 
Austin  Warren  176 
Anandavardhana/Dhvanikara  7,  to,  12, 
14,  15,  16,  18,  21,  36,  4&-J0,.  53,  93, 
116,  129,  133,  132,  134-139,  202 
Baflahafti  N.D.  14 

Bana/Bfi^iabhatta  15,  56,  73,91,95-97, 
105,  136 
ffetrkar  H.G.  68 

Bharata(Mimi)  12-14,20, 21,  26,  71.  SI 
Bhartrhari  115,  119 
Bhaftanarayana  78,  79 
Bhattatauta  7 
Bhatt-i  8,  84 

Bhavtcndureja/Indur  5ja/Pra‘  Thsreiidu  - 
raja  31,  32-34,  38,  53,  54,  58 
Bhattodbhata/Udbliate  14,  29,  31-39, 
41,42,  53-59,  61 
Bhavabhuti  77,  73,  97 
Bhftmaha  6,  7,  9,  12,  13,  20, 21,  24,  26, 
29,44,112,134 
BhSravi  84,  85,  110,  125 
BhSsa  70-72 
Bhoja  21,  30,  40,  101 
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Birrel  4 
Bradley  69 
Cidambarokavi  108 
Dapdin  6,  9,  13,  21,  25,  29-32,  34,  41, 
42,  46,  50,  66,  91,  98,  305,  130 
Digambarakavi  108 
Durgficarya  146 
Dcyasthali  G.V.  23 


Daivajftasuri  105 
Dorthy  stedc  67 
Dhananjaya  105 
Dwivedi  R.C.  16,  18,  36 
Dwivedi  Revaprasad  38,  55 
Eliot  T.  S.  6,  9 

Galava  140  ... 

GSrgya  140 

George  Herbert  68 

Gleason  HA.  2 - * 

Gundsppa  D.V.  176 

Ghana&&ma  108 

Ghosh  E.N.  181 

Haradattamitra  142 
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